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Gilchrist’s Life of William Blake was | 
published eighty years ago, and was 
inevitably apologetic. Now, however, 
Blake is no longer regarded merely as an 
inspired madman ; not only has our attitude 
to him as an artist and a poet completely 
changed, but a flood of fresh material has 
since become available. 


On its original publication by the 
Nonesuch Press in 1927, Miss Wilson’s 
book was immediately recognised as the 
standard Life. Unfortunately’ it has long 
been out of print and there are few copies 
even in the Public Libraries. It is here 
reprinted with a new preface, all its 
original notes, together with fresh notes 
incorporating the results of research during 
the last twenty years. 
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PREFACE TO THE NONESUCH EDITION 


AB publication of Mr. Geoffrey Keynes’s complete 
edition of The Writings of William Blake (Nonesuch Press, 
1925) and the appearance of his Bibliography, printed by the 
Grolier Club of New York, have put at the disposal of a 
biographer material which was not available when Alexander 
Gilchrist wrote his Life of William Blake. The attempt has been 
made in this book to embody additional information and to 
examine by its light such of Gilchrist’s statements as appear to 
be of doubtful accuracy. It would be impossible to give a true 
picture of Blake without some account of his symbolic writ- 
ings, and equally impossible to deal with them adequately 
within the limits of a biography. The brief summaries of the 
symbolic books are intended not for students of Blake, but for 
the general reader who has no notion of their contents: they 
may serve also as a first aid to new readers of these books. 
Mr. S. Foster Damon’s William Blake: His Philosophy and 
Symbols appeared soon after I began to write this book, and 
I have availed myself so freely of his interpretations that the 
references in the notes are by no means a sufficient acknow- 
ledgment of my debt to him. I have relied the more on his lucid 
exposition because the treatment’ of Blake’s symbolism by 
Messrs. Ellis and Yeats in The Works of William Blake, Poetic, 
Symbolic, and Critical, which had hitherto held the field and 
may still be preferred by some readers, was often more obscure 
to me than Blake’s own text. William Blake’s Prophetic Writings, 
edited by D. J. Sloss and J. P. R. Wallis, appeared just as I was 
completing my book, and I was therefore unable to make 
as much use as I might otherwise have done of the valuable 
notes and of the Index of Symbols. My account of the inven- 
tions to the Book of Job is little other than a summary of the 
illuminating interpretations in the second edition of Mr. 
Joseph Wicksteed’s Blake’s Vision of the Book of Job. 1 have 
made no attempt to read all the numerous monographs on 
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Blake, but among those by which I have benefited is Dr. P. 
Berger’s brilliant William Blake: Mysticisme et Poésie. The list 
of abbreviations shows the books mainly consulted, and 
reference has been made in the notes to others and to magazine 
articles which are, with few exceptions, included in Mr. 
Keynes’s Bibliography. The six volumes of The Farington Diary 
now published contain several references to Blake and his 
friends. I have also read Flaxman’s letters to Hayley and such 
of Hayley’s own correspondence as appeared likely to contain 
references to Blake in the Fairfax Murray Collection at the 
Fitzwilliam Museum, Cambridge. I have been specially in- 
debted to Mr. Arthur Symons’ William Blake, in which he has 
supplemented and criticized Gilchrist’s Life by bringing to- 
gether original sources of information: references have been 
given in most cases to the contemporary accounts of Blake 
reprinted by him, as his book is accessible to readers wishing 
for more information. The references to Crabb Robinson’s 
Diary and Reminiscences are mainly to Professor Edith J. 
Morley’s Henry Crabb Robinson: Blake, Coleridge, Wordsworth, 
Lamb, etc. No complete catalogue raisonné of Blake’s paintings 
and drawings as yet exists, although this has been long pro- 
mised by Mr. A. G. B. Russell, author of the admirable 
Engravings of William Blake, and editor of Frederick Tatham’s 
Life of William Blake. In the absence of such a catalogue it is 
impossible to deal adequately with Blake’s work as an artist. 

The Notes contain, in addition to references, information and 
discussion of controversial points which, if given in the text, 
would have blurred the “firm and determined outline” which 
a biographer of Blake is in duty bound to make his aim. 

Were I to thank individually all those who have given me 
information and suggestions the list would be too long. But 
I am specially indebted to Mr. Geoffrey Keynes for constant 
help and encouragement and for expert assistance in decipher- 
ing the drawings in the Rossetti MS., and to Mr. G. M. Young 
for many suggestions throughout the book. These two friends 
were good enough to read both the manuscript and the proofs. 
Mrs. Colville-Hyde, widow of Captain Butts, the grandson of 
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Blake’s friend and chief patron, Thomas Butts, has generously 
put at my disposal all her information with regard to Blake’s 
relations with Thomas Butts. My thanks are due to Professor 
Selwyn Image, Mr. Graily Hewitt, and Mr. Charles Ricketts, 
for allowing me to quote their expert though diverse opinions 
upon the merits of Blake’s calligraphy. I have also to thank 
Messrs. Macmillan, Messrs. Methuen, and Messrs. Heinemann 
for allowing me to quote at some length from the Life of 
William Blake by Alexander Gilchrist, from The Letters of 
William Blake, together with a Life by Frederick Tatham, and 
from William Blake, A Critical Essay, by Algernon Charles 
Swinburne, respectively. 
: Mona WILSON. 
The Old Oxyard, 
Oare, 
Marlborough. 
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PREFACE TO THE NEW EDITION 


que the centenary of his death both the writings and the 
art of Blake have been more accessible. The Everyman 
Edition of Gilchrist’s Life has been ably edited by Mr. Ruthven 
Todd, and contains not merely corrections of Gilchrist’s facts, 
but an excellent bibliography and up-to-date information 
about the paintings, drawings and engravings both in the 
possession of private owners and of public galleries, which 
have recently been greatly enriched by gifts and bequests. 
Many new books have been published about Blake, among 
them Mr. W. P. Witcutt’s Blake—A Psychological Study. He 
revives the legend of Blake’s Irish ancestry with dogmatic 
fervour, basing it on the O’Neill family tradition and Blake’s 
red hair. Has anyone, by the way, claimed Irish birth for Keats? 
This legend is undocumented, like the alternative fancy that he 
was descended from Admiral Blake, though this must have 
affected an American publisher who, on the strength of my 
Life of William Blake, invited me to write a life of Nelson. Mr. 
Witcutt is undeterred by Blake’s calling himself the “‘English 
Blake,” though he weakens his case by suggesting that his 
Irish origin may have been carefully concealed from him, 
though presumably known to his father. Mary Butts in her 
autobiography, The Crystal Cabinet, mentions that her great- 
grandfather was a Swedenborgian. This fact, which has not, 
so far as I am aware, been recognised hitherto, explains his 
patronage of Blake and also the congenial intimacy of their 
correspondence. 

The Nonesuch Edition contained new matter—for example, 
Blake’s first visit to Hayley, which had escaped attention—all 
of which has been assimilated, with or without acknowledg- 
ment, by later writers. My additional notes (marked *) are 
restricted to points touched on in my own text, and many of 
them consist of references to Mr. Geoffrey Keynes’s invaluable 
work on Blake since 1927. 
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My most important addition is that to Appendix VI, which 
shows the origin of the legend that Blake was mad, and had © 
been actually incarcerated in Bedlam, a legend which has had 
persistent effect, in spite of the unanimous assurances of his 
intimates and acquaintances that they had never seen the least 
trace of insanity. A friend, brilliant and scholarly, who suffered 
at times from mental instability, rising, as she said of herself, 
like a phcenix from its ashes, once asked me indignantly: “But 
why are you so anxious to prove that Blake was not mad? 
What difference does it make?” My answer is that the supposi- 
tion of madness has been made an excuse for not studying the 
Prophetic Books intelligently and thoroughly. Anyone who 
does so will be convinced that, though there are allusions and 
obscurities now impenetrable, Blake never wrote a word 
which had not a perfectly definite meaning for himself. The 
contrast between the Prophetic Books and Smart’s Jubilate 
Agno, “like sweet bells jangled out of tune and harsh,” proves 
my contention. 

My thanks are due to Messrs. Dent and Mr. Ruthven Todd 
for permission to quote from the Everyman Edition of 
Gilchrist’s Life, and to Sir Edward Marsh, K.C.V.O., C.B., 
C.M.G., the Syndics of the Fitzwilliam Museum, the Director 
of the Tate Gallery, and Mr. F. Bailey Vanderhoef, Jr., for 
permission to reproduce portraits of Blake and Mrs. Blake 
in their possession. 


aoa M. W. 
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CHAPTER I 


OA a: 


Whether on Ida’s shady brow, 
Or in the chambers of the East, 
The chambers of the sun, that now 
From antient melody have ceas’d; 


. Whether in Heav’n ye wander fair, 
Or the green corners of the earth, 
Or the blue regions of the air, 
Where the melodious winds have birth; 


Whether on chrystal rocks ye rove, 
Beneath the bosom of the sea 

Wand’ring in many a coral grove, 
Fair Nine, forsaking Poetry! 


How have you left the antient love 
That bards of old enjoy’d in you! 

The languid strings do scarcely move! 
The sound is forc’d, the notes are few! 


“= those’lines,” it has been said, “the eighteenth century dies 

to music.” The singer of the dirge, William Blake, was 
born on 28th November 1757. We know nothing of his father’s 
family, or even the maiden name of his mother, and it is idle 
to speculate on the hereditary sources of his genius. Many years 
after his death two ladies of the name claimed him as second 
cousin, and Admiral Blake as a common ancestor. Ellis and 
Yeats say that he was an Irish O’Neill whose grandfather had 
adopted his wife’s name of Blake. Neither statement rests on 
any documentary evidence, and we should require an unassail- 
able pedigree before we should believe that a man who 
described himself as “English Blake’’ was in fact Irish. Mr. 
Symons has discovered the inconclusive but suggestive fact 
that eight other families of Blake were living in the parish of 
St. James, Westminster, within forty years. At the time of 
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William’s birth his father, James Blake, was a hosier in a fair 


way of business, living at 28 Broad Street, Golden Square; © 


although he was a Nonconformist the child was christened on 
the 11th December at St. James’s Church, Piccadilly. William, 
it would appear, was the second son. James, the eldest, practical 
like his father, inherited the business, and took upon himself to 
proffer advice to William. “My brother John, the evil one,” 
the third and favourite son, lived to beg bread from William, 
thereby reversing their parents’ prophecy: he died young after 
a life of dissipation. Catherine, the only daughter and the 
youngest member of the family, usually made her home with 
James, but was sufficiently adaptable to join William’s house- 
hold for a time, though there is a tradition that she was not 
acceptable to Mrs. Blake: otherwise nothing is known of her 
except that she was distinguished in appearance and outlived 
her brothers. Robert, nearly five years younger than William, 
the only one of the family who was spiritually akin to him, 
died at twenty-five. ’ 

Blake’s father seems to have become a symbol for that 
authority against which the poet and mystic, with his twofold 
hostility to reason, instinctively rebelled, whether in literature, 
art, religion, or morality; at least we may guess as much from 
his poems and from the little we know of his early life. Neither 
does any close sympathy with his mother seem to have survived 
the tenderness of early childhood recalled in the Songs of 
Innocence. But we need not insult her memory, as one bio- 
grapher has done, by assigning to her as funeral oration the 
obviously symbolical poem, “To Tirzah.” Blake, according to 
his disciple Tatham, was wont in old age to speak in a kindly 
way of both father and mother. Clearly they had done their 
best to bridge the gulf not only of age but of temperament 
between themselves and their son. But the boy’s visionary 
faculty was perplexing to his truth-loving parents. When he 
was only four years old God “put his head to the window” and 
set him a-screaming: angels walked among the hay-makers 
one summer morning, and Mrs. Blake saved him from his 
father’s wrath when, at the age of eight or so, he spoke of seeing 
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a tree on Peckham Rye starred with angels, though she was 
less lenient to a later vision of Ezekiel. His father recognized 
that so strange and stormy a child must be spared the discipline 
of school. He learnt to read and write, probably with his 
mother’s help, and showed such a passion for drawing that at 
the age of ten he was sent to Pars’ drawing school in the Strand. 
James Blake the elder encouraged this taste by giving him casts 
of the Gladiator, the Hercules, and the Venus de Medici, and 
pocket money to spend on his studies. His imagination was 
inflamed by prints after Raphael, Michael Angelo, Albert 
 Diirer, and others: he sought originals, genuine or spurious, 
in the sale-rooms and in private collections, and the auctioneer, 
Langford, favoured his small bids, calling the child, even then 
dogmatic in his predilections, his “little connoisseur.”’ There 
was a talk of sending him to the studio of some well-known 
painter, but he thought the high premium an injustice to the 
rest of the family, and asked to be apprenticed to an engraver 
instead. Ryland, afterwards hanged for forgery, was chosen 
by his father, but the boy had an intuition of Ryland’s fate, not 
repeated later in the case of his admirer Wainewright, the 
journalist and murderer. James Blake may be credited with a 
certain imaginativeness since he was attracted by the doctrines 
of Emanuel Swedenborg, and the fact that on this occasion he 
listened to William shows that he could be a sympathetic and 
reasonable parent. Basire was substituted for Ryland, receiving 
a premium of fifty pounds. While Blake was with Basire 
Goldsmith called one day, and the boy envied his finely shaped 
head. A later remark shows that Blake singled out Goldsmith 
from among his associates for admiration. “Such Men as 
Goldsmith ought not to have been Acquainted with such Men 
as Reynolds.” At Basire’s he also came across Woollet and 
Strange, the engravers, whose work he afterwards criticized 
with vehemence in the Public Address. ! 

Blake worked at his craft under Basire for two years. Then 
new apprentices joined the establishment. The fortunate result 
of friction—“he was too simple and they too cunning’’—was 
that Basire sent him to make drawings in Westminster Abbey 


4 THE LIFE OF WILLIAM BLAKE 


for engravings required by the Society of Antiquaries. “There” . 
—as Blake himself told Malkin—“the found a treasure which _ 
he knew how to value. He saw the simple and plain road to the 
style of art at which he aimed, unentangled in the intricate 
mazes of modern practice. The monuments of kings and queens 
in Westminster Abbey, which surround the Chapel of Edward 
the Confessor, particularly that of Henry the Third, the 
beautiful monument and figure of Queen Eleanor, Queen 
Philippa, and Edward the Third, King Richard the Second, and 
his Queen were among his first studies. All these he drew from 
every point he could, frequently standing on the monument 
and viewing the figures from the top. The heads he considered 
as portraits; and all the ornaments appeared as miracles of art 
to his Gothicized imagination.” And he saw them for himself 
as they had been, clothed in the glory of colour. This close 
study of Gothic—always for him the “living form’’—left 
indelible traces on his style. “Everything connected with 
Gothic art and churches, and their builders, was a passion with 
him.” He saw Christ and his Apostles among the tombs, and 
he both saw a great procession of monks and priests, choristers 
and censer-bearers, and heard their chant. Less congenial 
visitants were the Westminster School boys, then allowed to 
romp at will in the Abbey. They naturally teased the queer, 
industrious apprentice with the snub nose and flames of golden 
hair. One climbed a pinnacle on a level with his scaffold. Blake, 
in a rage, threw him violently to the ground and complained 
to the Dean, who withdrew the schoolboys’ privilege. The 
last five years of his apprenticeship were spent thus in the 
Abbey and other churches. 

Gough’s Sepulchral Monuments in Great Britain contains six 
portraits from the Monuments of Kings and Queens which 
were both drawn and engraved by Blake: that from the head 
of Queen Philippa was praised by Stothard as ‘‘a remarkably 
correct and fine drawing.” The engravings of the monuments 
which precede the portraits were probably also from drawings 
by Blake. Malkin speaks of a drawing of the monument of 
Aylmer de Valence, and of innumerable other drawings by 
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Blake both in the Abbey and in other churches. It is therefore 
likely that other engravings in Gough’s book were from draw- 
ings by him, and possible that some of the prints signed by 
Basire in other architectural works published at this time were 
actually executed by Blake. His earliest original engraving is 
“Joseph of Arimathea among the Rocks of Albion.” Below 
the engraving is “Michael Angelo Pinxit. Engraved by W. 
Blake 1773 from an old Italian Drawing.” The drawing has 
not been identified, but the figure is derived from one in 
Michael Angelo’s Crucifixion of St. Peter in the Vatican, and 
the landscape is probably Blake’s own. The description of the 
engraving is as interesting as the work itself, remarkable 
enough for a boy of sixteen: 

This is One of the Gothic Artists who Built the Cathedrals in what we 


call the Dark Ages, Wandering about in sheep skins & goat skins, of 
whom the World was not Worthy; such were the Christians in all Ages. 


A drawing of “Moses and the Tablets of Stone,” in black 
and white with touches of colour, is also extant. It is signed 
“W.B. 1774,” and resembles the engraving of Joseph of 
Arimathea. 

But the home atmosphere was tolerant rather than sym- 
pathetic. Many years later Blake wrote to Cumberland: “We 
remember when. a Printshop was a rare bird in London & I 
myself remember when I thought my pursuits of Art a kind 
of criminal dissipation & neglect of the main chance, which I » 
hid my face for not being able to abandon as a Passion which is 
forbidden by Law & Religion, but now it appears to be Law 
& Gospel too... .” 

The prose he read at this time did not serve to diminish this 
sense of isolation: 

I read Burke’s Treatise when very Young; at the same time I read Locke 
on Human Understanding & Bacon’s Advancement of Learning; on Every 
one of these Books I wrote my Opinions, & on looking them over find that 
my Notes on Reynolds in this Book are exactly Similar. I felt the Same 
Contempt & Abhorrence then that I do now. They mock Inspiration & 
Vision. Inspiration & Vision was then, & now is, & I hope will always 


Remain, my Element, my Eternal Dwelling place; how can I then hear it 
Contemned without returning Scorn for Scorn? 


6 THE LIFE OF WILLIAM BLAKE 


A more congenial book, Fuseli’s translation of Winckel- 
mann’s Reflections on the Painting and Sculpture of the Greeks, is 
known to have been in his possession during his apprenticeship. 


But, happily, in the region of poetry Blake wandered further 
afield, finding pastime and good company. Drawing in the 
Abbey he had, in Malkin’s phrase, “himself almost become a 
Gothic monument.” At home he was seeking another living 
form, a form for verse. A small volume, printed, but thrown 
aside, in 1783, shows where he searched, and how he used what 
he had found. The Poetical Sketches, said to have been written 
between his twelfth and twentieth years, fall into two groups; 
the first for the most part imitative of works written or pub- 
lished in his own day, the second largely inspired by those 
treasures he had delved into the past to find. The first are the 
restless cries of a bird disturbed in the darkness, the second his 
songs at dawn. In the first another voice joins an ineffectual 
choir vaguely striving for they know not what; in the second 
a new voice sings, though it be sometimes to an old tune. 

In the first group the rhythmical prose pieces exhibit the 
disastrous influence of Ossian. The Scandinavian cult appears 
_ in “Gwin, King of Norway.” “Blind Man’s Buff” follows an 
eighteenth-century fashion. In “Fair Elenor,”’ a Strawberry of 
Otranto, only a few lines reveal his explorations among the 
Elizabethans. 


My lord was like a flower upon the brows 
Of lusty May! Ah, life as frail as flower! 
* * 


* * 


My lord was like the opening eyes of day, 
When western winds creep softly o’er the flowers: 


But he is darken’d; like the summer’s noon, 
Clouded; fall’n like the stately tree, cut down; 
The breath of heaven dwelt among his leaves. 


“King Edward the Third”—an interesting exercise—shows 
familiarity with Shakespeare’s historical plays, but no dramatic 
power. 
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Yet even in their weakness the poems of this group are re- 
markable as the work of a boy when the foundations of the 
Augustan faith were not visibly shaken, a boy whose reading 
depended on his own initiative. It is clear that he had gone for 
his vocabulary not only to Spenser, Milton, and Shakespeare’s 
plays, but to Shakespeare’s poems, then little known, to Jonson, 
Fletcher, and the Carclines. Of his own time he had read, it 
may be guessed, Gray, Collins, and Thomson, certainly Percy’s 
Reliques, and demonstrably Ossian. Later he became an admirer 
of Chatterton, whose poems were not published till 1778, but 
whether some likeness of form shows only kinship of genius 
or indicates additions made to the Sketches after 1777—his 
twentieth year—remains uncertain. 

The poems of the second group mark a moment of departure 
in English literature. The change which they announce is in 
essence a return from the ideal of Excellence to that of Ecstasy 
as the aim and justification of poetic enterprise. To the Augus- 
tans, as to the French classical poets, and to their Latin models 
before them, the poetic objective was the level and lucid 
statement, in a style sustained at the due height of dignity, 
clarity, and beauty, and warmed, coloured, and decorated with 
the appropriate graces of diction and rhythm. The new age, 
with the Elizabethans, the Greek lyrists, and the folk-singers of 
all lands on its side, was to aim at more intense and instantane- 
ous effects, at the capture in their last subtlety of those moments 
of heightened capacity wherein it believed the secret of poetic 
experience to lie. And as the aim was different so the approach 
was different. The large and regular movement of epic, drama, 
and ode was left for swifter, more impulsive forms. The set 
phrasing of the classicists and their established metres were 
broken up. The poets went in quest of new words, new com- 
binations, new rhythms, in short, of a new medium capable 
of rendering the gradations and refinements of the richer and 
more elusive moods which had now to be set down in verse. 

This was the revolution which poetry was to achieve in the 
last years of the eighteenth century and the beginning of the 
nineteenth, and which Blake carried through in his own work, 


8 THE LIFE OF WILLIAM BLAKE 


unknowing and unknown. He was not borne on the tide of 
new ideas which came setting in a few years later: painter and 
musician as he was, neither landscape nor folk-songs furnished 
him with inspiration; he hadyno time for waterfalls or ruins, 
and London could provide little or none of that popular poetry _ 
out of which the art of Burns arose. The poetry of Blake is self- 
begotten: it lived to itself without influence on the world: it 
might have perished without record. And yet it promises—and 
often realizes—whatever is new and significant in the poetry 
which was to declare itself twenty years later and to reign 
unchallenged from that time onward. 

At the head of this second group stands ‘“To the Muses.” 
Next to it comes the lyric of which Malkin makes the amazing 
statement that “It was written before the age of fourteen, in 
the heat of youthful fancy, unchastised by judgment.” 

How sweet I roam’d from field to field 
And tasted all the summer’s pride, 


Till I the prince of love beheld, 
Who in the sunny beams did glide! 


He show’d me lilies for my hair, 
And blushing roses for my brow; 

He lead me through his gardens fair, 
Where all his golden pleasures grow. 


With sweet May dews my wings were wet, 
And Phoebus fir’d my vocal rage; 

He caught me in his silken net, 
And shut me in his golden cage. 


He loves to sit and hear me sing, 

Then, laughing, sports and plays with me; 
Then stretches out my golden wing, 

And mocks my loss of liberty. 


Here, in spite of Phoebus and the vocal rage, the boy has 
wandered off the gravel walk and is gazing up into one of 
Marvell’s trees: 


My soul into the boughs does glide; 
There, like a bird, it sits and sings, 

Then whets and combs its silver wings 
And till prepared for longer flight 


Waves in its plumes the various light. 
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It is characteristic of Blake that whether from indifference, 
impatience, or lack of scholarship he could make nothing of the 
prevalent Augustan metres: his couplets and his blank verse are 
equally bad, and his six attempts at a Spenserian stanza have 
been fairly dismissed with the criticism “all different and 
all wrong.” The sonnet he appears never to have attempted, 
although his contemporaries were turning them out by the 
hundred. May it not be that the fourteenth Proverb of Hell— 
“Bring out number, weight & measure in a year of dearth’ — 
usually read as a jibe at the heroic couplet, is really a criticism 
of that dubious tribute to Milton, the fashionable sonnet, before 
Wordsworth gave new substance to the form? But in lyric 
metres he is revolutionary and a master. It was a principle of 
eighteenth-century lyric poetry that with rare variations each 
poem should be confined to one type of foot, generally iambic, 
occasionally, and for special purposes, anapaestic. Blake goes 
back to the freer handling of the Carolines; the quickening of 
iambic form by means of anapaests—and conversely the 
steadying of an anapaestic line by means of iambs and spondees 
—remained his metrical signature: 


And there the lion’s ruddy eyes 
Shall flow with tears of gold, 
And pitying the tender cries, 
And walking round the fold, 
Saying “Wrath, by his meekness, 
“And by his health, sickness 
“Ts driven away 
“From our immortal day.” 


Ah, Sunflower! weary of time, 
Who countest the steps of the Sun, ... 


The days of my youth rise fresh in my mind, 
My face turns green and pale. 


In the “Mad Song” the new prosody is heard in its most 
daring form: the last traces of the eighteenth century have dis- 
appeared: in freedom of phrasing and diction it is wholly 
Blake and wholly of the new age: 


Be, 
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The wild winds weep, 

And the night is a-cold; 
Come, hither, Sleep, 

And my griefs unfold: ~ 
But lo! the morning peeps 
Over the eastern steeps, 

And the rustling birds of dawn 
The earth do scorn. 


Lo! to the vault 
Of paved heaven, 
With sorrow fraught 
My notes are driven: 
They strike the ear of night, 
Make weep the eyes of day: 
They make mad the roaring winds, 
And with tempests play. 


Like a fiend in a cloud, 
With howling woe, 
After night I do croud, 
And with night will go; 
I turn my back to the east, 
From whence comforts have increas’d; 
For light doth seize my brain 
With frantic pain. 


Like his metre, his diction anticipates the freedom discovered 
a generation later by Coleridge and made over by him to the 
use of all future poets. Analyzed, the phrasing of the Poetical 
Sketches reveals an eighteenth-century stratum of “yawning 
deeps,”’ “modest eves,” “charming nests,” and “pleasing 
woes,” but it also discloses that liberty of combination which is 
the note of the developed romantic style, where any epithet 
may be linked with any noun provided it gives the right 
picture: “holy feet,” “‘rustling birds,’ “feather’d clouds,” 
“flourishing hair,” are so many essays in direct vision, once 
completely caught and rendered in those lines which Collins 
might have dreamt and forgotten on waking: 


Let thy west wind sleep on 
The lake; speak silence with thy glimmering eyes, 
And wash the dusk with silver. 


YOUTH 4 II 


Even the secret of the Parnassians is not unknown to this 
_ London apprentice—the use of antique imagery for romantic 
ends: 
We lack not songs, nor instruments of joy, 


Nor echoes sweet, nor waters clear as heaven, 
Nor laurel wreaths against the sultry heat. 


Blake, having completed his apprenticeship as an engraver 
_ under Basire, became, at the age of twenty-one, a student at the 
Royal Academy, of which the Swiss decorative artist, George 
Michael Moser, was Keeper. There he drew both from the 
antique and from the living model. But, according to Malkin, 
“he professes drawing from life always to have been hateful to 
him; and speaks of it as looking more like death, or smelling of 
mortality.” This impatience with the model, which brought 
him back from visions of beauty to a set pose and a set task, 
may be held accountable for some of Blake’s shortcomings as 
an artist. It would seem likely that in later life he worked little 
from models, save for studies from himself and Mrs. Blake. 
This was probably due partly to distaste, and partly to econ- 
omy. As a pupil he was rebellious in another matter also; he 
insisted on being left to form his own opinions. One of his 
notes on Reynolds’s Discourses shows him, as usual, defying 
the powers that be: 


“T was once looking over the Prints from Rafael & Michael Angelo in 
the Library of the Royal Academy. Moser came to me & said: “You should 
not Study these old Hard, Stiff & Dry, Unfinish’d Works of Art—Stay a 
little & I will shew you what you should Study.’ He then went & took 
down Le Brun’s and Rubens’s Galleries. How I did secretly Rage! I also 
spoke my Mind. . . . [A line cut away by the binder.] I said to Moser, “These 
things that you call Finish’d are not Even Begun; how can they then be 
Finish’d? The Man who does not know The Beginning never can know 
the End of Art.” 


His first interview with Reynolds may belong also to this 
period. Gilchrist quotes a letter from an unnamed friend of 
Blake: “Once I remember his talking to me of Reynolds, he 
became furious at what the latter had dared to say of his early 
works. When a very young man he had called on Reynolds 
to show him some designs, and had been recommended to 
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work with less extravagance and more simplicity, and to 
correct his drawing. This Blake seemed to regard as an affront 
never to be forgotten. He was very indignant when he spoke 
of it.” 

Rebels are not apt to repress the defects of their qualities, 
and Blake’s lifelong antipathy to Reynolds may be partly 
accounted for by anger at this just criticism, although he used 
to describe a later and more friendly conversation: “Well, Mr. 
Blake, I hear you despise our art of oil-painting.” “No, Sir 
Joshua, I don’t despise it; but I like fresco better.” 

Meanwhile Blake was not only drawing out of school for his 
own delight, but was earning his living as an engraver. He was 
well supplied with commissions both for book illustrations and 
for engravings from pictures. His principal employers were the 
booksellers Johnson and Harrison, and most of the illustrations 
were engraved from drawings by Stothard for novels and 
magazines. Malkin mentions two historical engravings from 
Blake’s own designs, but these have not been identified. A 
drawing of “Edward and Elinor,” presumably for the en- 
graving mentioned in Blake’s Prospectus of 1793, is assigned to 
circa 1779, which is also the approximate date of the drawing of 
“The Penance of Jane Shore” exhibited thirty years later. The 
latter shows the influence of Mortimer, the historical painter, 
whom Blake admired, and “The Ordeal of Queen Emma,” 
painted about the same time, resembles it in treatment. “Glad 
Day,” engraved in 1780, gives the first promise of what was to 
come. It was perhaps inspired by the lines in Romeo and Juliet: 


Night’s candles are burnt out, and jocund day 
Stands tiptoe on the misty mountain tops. 


The likeness to Mrs. Blake’s early drawing of her husband 
suggests that “Day” is in some sort a portrait of the young 
Blake. The design must have been a favourite with Blake him- 
self, as some years later he enlarged and coloured it. Below 
some of the later impressions are engraved the lines: 


Albion arose from where he labour’d at the Mill with Slaves: 
Giving himself for the Nations he danc’d the dance of Eternal Death... . 
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thus identifying Day with Blake’s symbolical conception of 
Albion, the Eternal Man. The only original book illustration 
of this period is the charming frontispiece of An Elegy, Set to 
Music by Thos. Commins, Organist of Penzance, Cornwall 
(1786). 

Engraving brought him into contact with other artists, 
Stothard and Flaxman, Fuseli and Barry. Stothard was two 
years older than Blake and already acquiring reputation as a 
graceful illustrator. Some time between 1780 and 1782 they 
sailed up the Medway sketching with Stothard’s friend Ogleby. 
An etching of Stothard’s survives, depicting an absurd inter- 
ruption to their tour when they were arrested as spies of the 
French Government, and detained in a tent composed of their 
own sails until they could obtain certificates of their good 
faith from some members of the Royal Academy. This friend- 
ship was unfortunately shattered some years afterwards by 
Cromek’s Canterbury Pilgrims plot. 

Blake was introduced by Stothard to Flaxman, who was a 
Swedenborgian. He became an enthusiastic admirer of Blake’s 
genius both as poet and painter, and gave him considerable 
professional assistance. Blake returned the affection of Flaxman, 
his “‘dear Sculptor of Eternity,” although at a later time the 
friendship was clouded by suspicions. Both Flaxman and 
Stothard were pilloried in some of those bitter epigrams, off- 
spring of a mood and not intended for publication. 


I found them blind: I taught them how to see; 
And now they know neither themselves nor me. 
’Tis Excellent to turn a thorn to a pin, 

A Fool to a bolt, a Knave to a glass of gin. 


Henry Fuseli, the son of a Swiss painter, had received marked 
encouragement from Sir Joshua when he first came to England 
in 1764, as a youth, with a portfolio full of drawings. He re- 
turned in 1780 after a stay of some years in Italy, and lodged in 
Broad Street. With him Blake formed an enduring though 
chequered friendship, commemorated in the grotesquely 
affectionate epigram: 
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The only Man that e’er I knew 

Who did not make me almost spew 

Was Fuseli: he was both Turk & Jew— 

And so, dear Christian Friends, how do you do? 


Tatham also says that “Blake was more fond of Fuseli than any 
other man on earth.” Fuseli, although so much Blake’s senior, 
found him “damned good to steal from.” Reader, writer, and 
wit, as well as an artist of considerable power, he had no doubt 
in his turn a stimulating effect on the younger man. Which of 
the two first declared that nature put him out? Their literary 
tastes were congenial. Fuseli was a worshipper of Shakespeare 
and. Milton: he it was who applied to Pope’s “Eloisa to Abe- 
lard” the phrase “hot ice.” 

The Irishman, Barry, was also an older man than Blake. 
Disappointed in a scheme for decorating St. Paul’s, in which 
Sir Joshua and other artists were also concerned, he went with 
sixteen shillings in his pocket to offer his services free to the 
Royal Society of Arts. The result, his vast pictures on “Human 
Improvement,” completed in 1783, may be seen any day in 
the large room at the Adelphi—a parlous example of the grand 
style which won Dr. Johnson’s approval. Barry may have 
inspired Blake to see what he had meant to do and what he 
declared in his descriptive pamphlet that he had sublimely 
accomplished, rather than the muddled and somewhat ridicu- 
lous performance he actually achieved. At any rate, Blake 
became a strong adherent of Barry’s: 


Who will Dare to Say that Polite Art is Encouraged or Either Wished 
or Tolerated in a Nation where The Society for the Encouragement of Art 
Suffer’d Barry to Give them his Labour for Nothing, A Society Composed 
of the Flower of the English Nobility & Gentry?—Suffering an Artist to 
Starve while he Supported Really what They, under Pretence of En- 
couraging, were Endeavouring to Depress.—Barry told me that while he 
Did that Work, he Lived on Bread & Apples. 


Blake’s poem on Barry has disappeared, and nothing is 
known of its contents except that the verses beginning “I ask’d 
my dear friend Orator Prig’’ were marked by Blake “to come 
in Barry: a Poem.” And the lines ““To Venetian Artists,”’ also in 
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the Rossetti MS., may have been intended as a continuation of 
these. Barry quarrelled with most people, including his patron 
Edmund Burke, but his enthusiasm and sincerity would have 
endeared him to Blake, and he was also a seer of visions. 


Even as it was [says his biographer] people soon forgot his rough lan- 
guage and his oaths in the strength of his mind: we have witnessed many 
instances of this, and once saw a devout old lady entering the room where 
he was, hold him for some time in a sort of horror. The conversation, 
however, happened to turn on the nature of Christian meekness, which 
gave him the opportunity of opening on the character of our Saviour— 
with that power of heart and mind, and energy of words, that in spite of 
the oaths which fell abundantly, the old lady remarked that she never heard 


so divine a man in her life, and desired to know who he was. 


At the Royal Academy in 1780 Blake exhibited “The Death 
of Earl Goodwin,” a water-colour drawing, and two drawings, 
“War Unchained by an Angel—Fire, Pestilence and Famine 
following” and a “Breach in a City—The Morning after a 
- Battle,” in 1784. These or other works of his attracted the 
attention of Romney, who declared that his historical drawings 
ranked with those of Michael Angelo. Blake also admired 
Romney, and the two artists probably had some influence upon 
each other’s style. John Hawkins, a Cornishman, who had 
ordered several drawings from Blake, tried at this time to raise 
a subscription that he might be sent to study in Rome. It may 
be left to those with more right to dogmatize on the probable 
effect on his genius, to deplore, or to be grateful for, the failure 
of this scheme. 

Besides his development as an artist his life was an eventful 
one. The Lord George Gordon No-Popery Riots took place 
in June 1780, and Blake, chancing to meet the rioters, was 
swept down to Newgate in the front rank. There he saw the 
prison burnt, and the prisoners released. If his hatred of prisons, 
“built with stones of Law,” dates back from his youth, so, too, 
does his hatred of jealousy. Courting a “lively little girl” called 
Polly Wood he found that she was encouraging another 
- admirer. Blake expostulated. “Are you a fool?” she scornfully 
asked. “That cured me of jealousy,” said Blake, but his 

c 
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vehemence against the vice suggests that it was not entirely 
uprooted, but required the periodic application of a weed- 
killer. Polly’s behaviour had upset him and he went for a 
change of scene to stay at the home of a Battersea market- 
gardener named Boucher, to whose daughter, Catherine, he 
told his woes. “Do you pity me?” he suddenly asked. “Yes, 
indeed I do.” “Then I love you.” Catherine was ready: her pity 
was the child of love. Mrs. Blake was wont to relate that when 
her mother spoke of marriage she used to answer that she had 
not yet seen the man, but when she first saw William Blake 
the conviction that this was he so overwhelmed her that she 
nearly fainted. Cunningham records a tradition that Blake’s 
marriage was not acceptable to his father; it was, perhaps, for 
this reason that he did not see Catherine again until he was 
making enough money to support her. A year later, 18th 
August 1782, they were married at Battersea Church, and went 
to lodge at 23 Green Street, Leicester Fields. Catherine Blake, 
who was four years younger than her husband, had, to judge 
from vague descriptions and more reliable drawings, a face full 
of beauty and character, with large dark eyes. A woman who 
“Gs like a flame of many colours of precious jewels” when she 
thinks of exchanging London for the country, cannot have 
lacked expression. If we assume that she is portrayed in the 
drawing of a young woman sitting on the edge of a bed in 
which a man resembling Blake is lying, she must have had also 
a graceful and well-proportioned figure. Testimony that she 
was a perfect wife comes both from their friends and from 
Blake himself. She was a competent and frugal housewife, 
avoiding fuss by the silent reminder of the empty plates when 
it was time for her husband to return from the other world to 
the provision of daily bread, though she held a secret pre- 
cautionary guinea in reserve. She accepted his visions with the 
wonder and faith ofa child. He taught her to write, and to help 
him in printing and colouring his engravings. He also taught 
her to draw; a sketch by her of him is still extant. She was “My 
sweet Shadow of Delight,” the complement, the manifestation 
of Blake’s theory that sex is a part of the “division” from which 
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the visible world has its being, and that the “Eternal Man” 
unites in a single perfection the attributes of both sexes. 

The Blakes had no children; speculation as to the influence of 
this deprivation may be left to those who deem it worth their 
pains. In spite of, or because of it, the only indication of friction 
in their married life which does not rest on vague tradition or 
assumptions of autobiographical intention in the poems, is the. 
account of a dispute between Mrs. Blake and Robert when he 
formed part of their household. ““Kneel down and beg Robert's 
pardon, directly,” said William, “or you never see my face 
again!” She knelt and murmured, “Robert, I beg your pardon, 
I am in the wrong.” The incident was closed by Robert’s 
magnanimous “Young woman, you lie! I am in the wrong.” 
Is there a reminiscence of this in Jerusalem? 


She who adores not your frowns will only loathe your smiles. 


What such partial and desultory reading cannot afford may be supplied 
by the conversation of learned and ingenious men, which is the best of all 
substitutes for those who have not the means or opportunities of deep study. 
There are many such men in this age, and they will be pleased with com- 
municating their ideas to artists, when they see them curious and docile, if 
they are treated with that respect and deference which is so justly their due. 
Into such society, young artists, if they make it the point of their ambition, 
will by degrees be admitted. There, without formal teaching, they will 
insensibly come to ‘feel and reason like those they live with, and find a 
rational and systematic taste imperceptibly formed in their minds, which 
they will know how to reduce to a standard, by applying general truth to 
their own purposes, better perhaps than those to whom they owed the 


_original sentiment. 

Such was the advice of Sir Joshua Reynolds and such the 
behaviour of the modest young Flaxman. The Rev. Henry 
Mathew, incumbent of Percy Chapel, Charlotte Street, and 
afternoon preacher at St. Martin-in-the-Fields, had found the 
sickly child sitting behind the counter of his father’s shop, 
trying to teach himself Latin. He lent him books, and later Mrs. 
Mathew, a charming and well educated woman, read Homer 
aloud while Flaxman drew subjects so suggested. Their draw- 
ing-room, with its putty-and-sand statuettes by Flaxman, 
painted glass window, and furniture in keeping with these 
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adornments, was a stronghold of culture, where struggling 
artists were welcomed and patronized. Their circle included 
such eminent persons as Mrs. Montagu, student of Shakespeare 
and patroness of chimney-sweeps, Mrs. Elizabeth Carter, 
linguist, poetess, and pudding maker, Mrs. Chapone, impulsive 
and entertaining despite her improving books, Mrs. Brooke, 
the novelist, Mrs. Barbauld, and Mrs. Hannah More. They 
represented what was best in the cultured middle class which 
had grown up during the eighteenth century, intelligent, 
industrious, philanthropic, superbly didactic, pleased with 
themselves and their productions, but not wholly impervious 
to other influences. Mrs. Montagu, for example, greatly as she 
admired Mr. Pope, felt that he lacked “that something which 
makes a poet divine, that lifts him ‘above the visible diurnal 
sphere,’ that gives him visions of worlds unknown, makes 
him sing like a seraphim, tune his harp to the musick of the 
spheres, and raise enchantments around him.” Mrs. Chapone 
was emphatic in her dissatisfaction with modern writers. “Tt 
is only from the ignorant that we can now have any thing 
original; every master copies from those that are of established 
authority, and does not look at the natural object.” 

To this company, then, Flaxman hopefully introduced his 
fellow-struggler Blake with the Poetical Sketches in his pocket, 
Blake who said of himself, “I never made friends but by 
spiritual gifts, By severe contentions of friendship & the 
burning fire of thought.” “Opposition is true Friendship.” 

At first all went well. Blake read some of his poems, or sang 
them to his own tunes, which were so beautiful that profes- 
sional musicians noted them down. The manuscript was pro- 
duced, and Mrs. Mathew persuaded her husband to share the 
expense of printing the Poetical Sketches with the generous 
Flaxman. The copies were given to Blake, but the book was 
neither published nor offered for sale. Mr. Mathew contributed 
the Preface: 


The following sketches were the production of an untutored youth, 
commenced in his twelfth, and occasionally resumed by the author till his 
twentieth year; since which time, his talents having been wholly directed to 
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the attainment of excellence in his profession, he has been deprived of the 
leisure requisite to such a revisal of these sheets, as might have rendered 
them less unfit to meet the public eye. 
Conscious of the irregularities and defects to be found in almost every 
page, his friends have still believed that they possessed a poetic originality, 
which merited some respite from oblivion. These, their opinions, remain, 
_ however, to be now reproved or confirmed by a less partial public. 


Broad-minded, kind-hearted orthodoxy, desirous to help 
and instruct, is often more exasperating to the young and re- 
bellious than frank hostility. Bearing Mr. Mathew’s preface in 
mind, it is not surprising to learn from J. T. Smith, who also 
frequented the salon, that “it happened, unfortunately, soon — 
after this period, that in consequence of his unbending deport- 
ment, or what his adherents are pleased to call his manly 
firmness of opinion, which certainly was not at all times con- 
sidered pleasing by every one, his visits were not so frequent.” 
A remark of Blake’s own may be applied to summarize the 
situation from his point of view. “The Enquiry in England is 
not whether a man has Talents & Genius, But whether he is 
Passive & Polite & a Virtuous Ass & obedient to Noblemen’s 
Opinions in Art & Science. Ifhe is, he is a Good Man. If Not, 
he must be Starved.” 

An Island in the Moon, the manuscript of which is now in the 
Fitzwilliam Museum, was written after Blake’s rupture with 
the Mathew set, probably about 1787. It is, epigrams apart, his 
one attempt at satire, and can never have been intended for 
publication. Coarse with the combined coarseness of youth and 
of the age to which he belonged, it is, despite the compressed 
nostrils of some of his critics, quite innocuous; entertaining 
enough to those of adaptable humour, interesting as auto- 
biography, though unfinished and immature as literature. The 
victims pilloried as each intent on their own particular form of 
learned nonsense, and the pretentious and frivolous women, 
have not been identified with members of the Mathew circle, 
but the pages ring with Blake’s irritation at contemporary 
culture. Mr. Foster Damon conjectures that “Sipsop the 
Pythagorean” is a skit on Thomas Taylor, the Platonist, who 
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gave twelve lectures on the “Platonic Philosophy” to a dis- 
tinguished audience at Flaxman’s house, and “Inflammable 
Gass the Wind-Finder” on Dr. Priestley, scientist and revolu- 
tionist. Mrs. Gimblet suggests descriptions of Mrs. Charlotte 
Lennox, author of The Female Quixote, who may well have 
been a friend of Mrs. Mathew. Dr. Johnson did not, so far as 
we know, honour Mrs. Mathew’s gatherings with his presence, 
but his opinions were doubtless quoted ad nauseam. Hence 
perhaps the ribald song beginning 
Lo the Bat with Leathern wing, 

Winking & blinking, 

Winking & blinking, 

Winking & blinking, 

Like Dr. Johnson 


Toward the end of the manuscript a page or more is unfor- 
tunately missing, containing a discussion between the Cynic, 
Quid, who appears to be Blake himself, and his wife, on a new 
method of printing, foreshadowing the Songs of Innocence. 
They are just quitting this subject for a plot pour épater les 
bourgeois at the house of one Mr. Femality, and it should be 
noted that Blake’s treatment of himself is fully as crude and 
cruel as that of his patrons and critics. 

One or two extracts from this boyish performance, selected 
with due consideration for the reader’s delicacy, will sufficiently 
indicate its quality: 

The three Philosophers sat together thinking of nothing. In comes 
Etruscan Column the Antiquarian, & after an abundance of Enquiries to no 
purpose, sat himself down & described something that nobody listen’d to. 
So they were employ’d when Mrs. Gimblet came in. The corners of her 
mouth seem’d—I don’t know how, but very odd, as if she hoped you had 
not an ill opinion of her,—to be sure, we are all poor creatures! Well, she 
seated (herself) & seem’d to listen with great attention while the Anti- 
quarian seem’d to be talking of virtuous cats. But it was not so; she was 


ens of the shape of her eyes & mouth, & he was thinking of his eternal 
ame. . 2°. 

Then Suction asked if Pindar was not a better Poet than Ghiotto was a 
Painter. 

“Plutarch has not the life of Ghiotto,” said Sipsop. 

“No,” said Quid, “‘to be sure, he was an Italian.” 

“Well,” said Suction, “that is not any proof.” 
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“Plutarch was a nasty ignorant Puppy,” said Quid. . . . Then said Quid, 
“T think that Homer is bombast, & Shakespeare is too wild, and Milton has 
no feelings; they might be easily outdone. Chatterton never writ those 
poems! A parcel of fools, going to Bristol! If I was to go, I’d find it out in 
a minute, but I’ve found it out already.” 


Blake, as satirist, has been compared with Peacock. There is 
also some affinity with Alice in Wonderland, as, for instance, in 
the following scrap of conversation: 


Obtuse Angle, Scopprell, Aradobo, & Tilly Lally are all met in Obtuse 
Angle’s study. 

“Pray,” said Aradobo, “is Chatterton a Mathematician?” 

“No,” said Obtuse Angle. “How can you be so foolish as to think he 
was?” , 

“Oh, I did not think he was—I only ask’d,” said Aradobo. 

“How could you think he was not, & ask if he was?” said Obtuse Angle. 

“Oh no, Sir. I did think he was, before you told me, but afterwards I 
thought he was not.” 

Obtuse Angle said, “In the first place you thought he was, & then after- 
wards when I said he was not, you thought he was not. Why, I know 
that-——” 

“Oh no, Sir, I thought that he was not, but I ask’d to know whether he 
was. 

“How can that be?” said Obtuse Angle. “How could you ask & think 
that he was not?” 

“Why,” said he, “it came into my head that he was not.” 

“Why then,” said Obtuse Angle, “you said that he was.” 

“Did I say so? Law! I did not think I said that.” 

“Did not he?” said Obtuse Angle. 

“Yes,” said Scopprell. 

“But I meant—” said Aradobo, “I—I—I can’t think. Law! Sir, I wish 
you'd tell me how it is.” 

Then Obtuse Angle put his chin in his hand & said, “Whenever you 
think, you must always think for yourself.” 

“How Sir?” said Aradobo. “Whenever I think, I must think myself? 
I think I do. In the first place——” said he with a grin. 

“Poo! Poo!” said Obtuse Angle. “Don’t be a fool.” 


An Island in the Moon is a fresh and genuine essay in a genre 
to which Blake never returned. From a satirical criticism of 
society he passed at once to a mystical criticism of the universe, 
and the three Songs of Innocence which flower on his island 
show that the whole ebullition was but a part of the process by 
which the poet was arriving at full possession of his powers, the 
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artist devising a new form of beauty, the mystic preparing for 
the first stage of the Way. 


After the death of his father in 1784 Blake, with help from 

Mrs. Mathew, started a print shop at 27 Broad Street, next 
door to the family business which was carried on by James 
Blake the younger. Parker, who had been a fellow apprentice 
at Basire’s, became Blake’s partner. The firm of Parker & 
Blake published various prints engraved by Blake, including a 
“Zephyrus and Flora” after Stothard, but there is little infor- 
mation about this unsuccessful venture. Meanwhile Blake 
continued his work for other publishers, and in 1785 again 
exhibited four drawings at the Academy. Three of these 
illustrate the story of Joseph: “Joseph’s Brethren bowing before 
him’; “Joseph making himself known to them”’; “Joseph order- 
ing Simeon to be bound.” The fourth, “The Bard, from Gray,” 
was in Blake’s own exhibition of 1809, and forms one of the 
subjects of his Descriptive Catalogue: 


King Edward and his Queen Elenor are prostrated, with their horses, at 
the foot of a rock on which the Bard stands; prostrated by the terrors of 
his harp on the margin of the river Conway, whose waves bear up a corse 
of a slaughtered bard at the foot of the rock. The armies of Edward are seen 
winding among the Mountains. 

“He wound with toilsome march his long array.” 

Mortimer and Gloucester lie spell bound behind their King. 

The execution of this picture is also in Water Colours, or Fresco. 


Robert, now a pupil, lived with William and Catherine. A 
drawing of Robert’s, reminiscent of Blake both in style and 
subject, is in the Print Room at the British Museum, and Blake 
made an engraving after it. Robert, gifted and lovable, was, 
according to Tatham’s account, consumptive, and early in 
1787 he became seriously ill. Blake nursed him without taking 
any rest for a fortnight till the end came, and then he slept for 
three days and nights. At the last he saw Robert’s soul rise 
through the ceiling “clapping its hands for joy.” But he had 
always the sense of Robert’s presence. In 1800 he wrote to 
Hayley: “Thirteen years ago I lost a brother, and with his 
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From a pencil drawing by Catherine Blake 
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spirit I converse daily and hourly in the spirit, and see him in 
my remembrance, in the regions of my imagination. I hear his 
advice, and even now write from his dictate.” 

J. T. Smith says in his Biographical Sketch of Blake that 
Robert revealed in a vision the secret of illuminated printing. 
‘The fragment from An Island in the Moon, referred to aboye, 
shows that the matter was occupying Blake’s attention. 


“—thus Illuminating the Manuscript.” 

“Ay,” said she, “that would be excellent.” 

“Then,” said he, “I would have all the writing. Engraved instead of 
Printed, & at every other leaf a high finish’d print—all in three Volumes 
folio—& sell them a hundred pounds apiece. They would print off two 
thousand,” 

“Then,” said she, “whoever will not have them will be ignorant fools & 
will not deserve to live.” 


Smith’s account is that “Blake, after deeply perplexing him- 
self as to the mode of accomplishing the publication of his 
illustrated songs, without their being subject to the expense-of 
letterpress, his brother Robert stood before him in one of his 
visionary imaginations, and so decidedly directed him in the 
way in which he ought to proceed, that he immediately 
followed his advice, by writing his poetry, and drawing his 
marginal subjects of embellishments in outline upon the 
copper-plate with an impervious liquid, and then eating the 
plain parts or lights away with aqua-fortis considerably below 
them, so that the outlines were left as a stereotype. The plates 
in this state were then printed in any tint that he wished, to 
enable him or Mrs. Blake to colour the marginal figures up by 
hand in imitation of drawings. ... That Blake had many secret 
modes of working, both as a colourist and an engraver, I have 
no doubt. His method of eating away the plain copper, and 
leaving his drawn lines of his subjects and his words stereotype, 
is, in my mind, perfectly original. Mrs. Blake is in possession 
of the secret, and she ought to receive something considerable 
for its communication, as I am quite certain it may be used to 
the greatest advantage both to artists and literary characters 
in general.” 
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Mr. Keynes has pointed out that the first idea of employing 
this process for book printing may have been suggested to 
Blake by George Cumberland, who was at work on a similar 
process, as appears from a letter to his brother, early in 1784. 
In a later letter of roth November 1784 he says, “I sent my 
mode of Printing to M——’s last Review & they have copied 
it into all the Papers, but not quite correct.” This account is to 
be found in A New Review with Literary Curiosities and Literary 
Intelligence, edited by Henry Maty, A.M., Under-librarian at 
the British Museum, and late Secretary to the Royal Society. 
It is reprinted in Appendix II, as it does not appear to have been 
noticed hitherto. 

The first extant letter from Blake to Cumberland is dated 6th 
December 1795, and implies some previous acquaintance. 
Cumberland had helped Thomas Taylor to obtain literary 
work after he had set fire to the Freemasons’ Tavern in his 
endeavour to invent a perpetual lamp, and this led to Taylor’s 
lectures on the Platonic Philosophy at Flaxman’s house. It is 
therefore probable that Cumberland had met Blake some years 
before 1795. In any case Blake could hardly have failed to see 
the account published in the New Review and thence copied 
into the newspapers. If, as seems likely, Blake derived from 
Cumberland the idea of printing his own books, he may still 
have been inspired by Robert’s spirit with the notion of 
colouring them by hand, and with the converse of Cumber- 
land’s process, which he jestingly describes in The Marriage of 
Heaven & Hell: “But first the notion that man has a body 
distinct from his soul is to be expunged; this I shall do by 
printing in the infernal method, by corrosives, which in Hell 
are salutary and medicinal, melting apparent surfaces away, 
and displaying the infinite which was hid.” 

However this may be, it is clear that after Robert’s death 
Blake found the door into the visionary world through which 
as a child he had strayed from time to time, as it were by 
accident. The Songs of Innocence is his twofold expression, as 
poet and artist, of his happiness during this, the first stage of 
the mystic way. 
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The first experiments in the new process were two tiny 
tractates: There is No Natural Religion and All Religions are One, 
to be described in a later chapter, which are less elaborate and 
less technically successful than the Songs of Innocence. The 
beauty of these songs—printed in coloured letters, the little 
pictures and decorations which intermingle with the text 
painted with a delicate brilliance by Blake’s own hand—is at 
once too obvious and too subtle to describe; the Macgeorge 
copy in the Print Room at the British Museum, or another of 
the best examples, must be seen in order that it may be realized. 


Arr 


CHAPTER II 


THE CONTRARY STATES 


Without Contraries is no progression. 


Piping down the valleys wild, 
Piping songs of pleasant glee, 
On a cloud I saw a child, 

And he laughing said to me: 


“Pipe a song about a Lamb!” 

So I piped with merry chear. 
“Piper, pipe that song again;” 

So I piped: he wept to hear. 
“Drop thy pipe, thy happy pipe; 
Sing thy songs of happy chear;” 


So I sang the same again, 
While he wept with joy to hear. 


“Piper, sit thee down and write 
In. a book, that all may read.” 
So he vanish’d from my sight, 
And I pluck’d a hollow reed, 


And I made a rural pen 

And I stain’d the water clear, 
And I wrote my happy songs 
Every child may joy to hear. 


ucH is the origin of the Songs of Innocence as told by Blake 
S himself. Since the day of imitation and of experiment is 
past, the characteristics of ecstatic poetry are even more marked 
in these Songs than in the best of the Poetical Sketches. The poet 
who partakes of what has been called the “‘sacramental percep- 
tion” of nature will try to render his experience in all its 
freshness and immediacy. Still more surely will the mystic’s 
aim be ecstasy rather than excellence, since he not only knows 
that the veil, so beautiful and so luminous, is only a veil, but 
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has caught glimpses of the mysteries which it protects from 
profane eyes. Throughout the Songs of Innocence the world of 
nature and the world of humanity are seen through the eyes of 
imagination, and through the eyes of a child. The Songs are all 
such that “every child may joy to hear,” their primary meaning 
such that every child can understand. They are free not only 
from puerility, but from that equally common and deplorable 
quality, false naiveté: “How wide the Gulf & Unpassable, be- 
tween Simplicity & Insipidity.” They are written by a man 
who was also a child because his visionary powers enabled him 
to live for a time in the Age of Innocence. The children for 
whom he writes are in a sense ideal children, since no child is 
completely immune from the effects of his own experience or 
completely protected from the shadow cast upon him by the 
experience of others. But this does not make the songs unreal 
because every child—even the little chimney sweeper—has 
some stake in the Golden Age, some unreasoning, and, it may 
seem, unreasonable gleams of happiness. 

It has been suggested that Blake in composing the Songs of 
Innocence may have acted on the hint in Dr. Watts’ preface to 
his Divine and Moral Songs for Children, which he describes as 
“a slight specimen, such as I could wish some happy and con- 
descending genius would undertake for the use of children and 
perform much better.” There is no doubt that Blake had read 
the works of Watts. The resemblance between the lines from 
the Horae Lyricae, 


Nor is my soul refined enough 

To bear the beaming of his love, 
And feel his warmer smiles. 

When shall I rest this drooping head? 


I love, I love the sun, and yet I want the shade. 


and the imagery of The Little Black Boy is too close for coincid- 
ence. 

“Moral songs” were not needed in the age of innocence, and 
there is little that is didactic in these Songs of Blake’s, but al- 
though the contrary state is not yet patent and the contrast 
between Innocence and Experience has not yet been made, 
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except in so far as “The Little Boy Lost” is a link between the 
two, some of them bear a secondary mystical meaning. There 
_ is, however, a tendency among students of Blake’s symbolic 
books, especially among such as value the mystic above the 
poet, to impose too systematic and definite a meaning upon the 
lyrics in the light of their own interpretations of the details of 
his other works. 

It is true that Blake always saw “‘a heaven in a wild flower,” 
but he did not carry about with him a plan of that heaven the 
details of which can be identified in every vision. As an example 
of this tendency a commentary on the Introduction to the 
Songs of Innocence may be cited: “In this poem he declared. his 
divine appointment to write, for the child is at once Jesus and 
the Spirit of Poetry—a daring identification, which later be- 
came the core of his metaphysics.” “Yet there is one hint that 
Innocence is not everything. In the introductory poem, the 
Piper pipes his song about the Lamb twice, and the second 
time the Poetic Genius ‘wept to hear.’ Blake meant to indicate 
that Innocence had its ‘Contrary State,’ which later he was to 
call ‘Experience.’ ”’ 

The first sentence overburdens the poem with an idea which 
Blake has, it is true, expressed elsewhere; the second ignores the 
fact that the child, whose “again” is the convincing note of 
childish approval, “wept with joy to hear.” It is possible that 
critics of this school do not realize the strength of Blake’s visual 
imagination, and therefore when he describes what he saw in 
a flash as a picture they give too definite an interpretation of the 
details, and so involve the reader in needless obscurities. For 
instance, the little Black Boy, whose “soul is white,” wants to 
say two things: that release from the body, whether black or 
white, will come when the beams of God’s love can be borne, 
and that then he himself will be able to show his love and win 
that of the other child now estranged from him by the race 
barrier. This is how he says them: 


And thus I say to little English boy, 
When I from black and he from white cloud free, 
And round the tent of God like lambs we joy, 
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I'll shade him from the heat, till he can bear 


To lean in joy upon our father’s knee; 
And then I'll stand and stroke his silver hair, 
And be like him, and he will then love me. 


The picture is clear enough, but a critic detects an ambiguity 
in the grammar which enables him to suggest that the little 
black boy may wish to stroke God’s hair, not that of the other 
child, which would fit in with Blake’s dictum in There is No 
Natural Religion: “God becomes as we are, that we may be as 
he is.” But this destroys the picture because while the little 
black boy is stroking God’s hair the little white boy disappears. 
This critic also suggests that the last stanza shows that Blake 
did not believe in the equality of the races. Are we to infer that 
he thought the black or white superior? Either inference can 
be forced out of the details of the picture. Is the black boy able 
to protect the other till he is strong enough to bear the joy of 
God’s love because he himself learnt his' lesson better while in 
the body, or is he continuing to wait on him in a slavish 
capacity? The picture as Blake saw it and as we can see it forbids 
both interpretations. 

Equally destructive of the picture is the suggestion that the 
fourteen-year-old Blake symbolized marriage by the golden 
cage in the Song “How sweet I roamed.” This would mean the 
superfluous insertion of a second little bird sulking in a corner 
of the cage or trilling unheeded songs from an importunate 
throat. 

These criticisms of critics shall cease: we shall be grateful 
enough for their guidance when we come to the symbolic 
books, though it may sometimes seem to be but companion- 
ship in the darkness. And even among the Songs of Innocence 
there are some which only give up their full meaning if the 
symbolic reference be kept in mind. 

“Night,” for instance, is an anticipation of that later vision at 
Felpham described in a poetic letter to Butts, which is more 
intense in its ecstasy and more difficult for the non-mystical 
reader to understand. It is, perhaps, not only the loveliest of 
the Songs of Innocence, but the most perfect poem Blake ever 
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wrote. Even in the night of this life the moon is shining with 
the sun’s reflected light. Nature is beautiful, and there is care 
and deliverance for those who sorrow or are in danger, but it 
is only when wrath and sickness have been wholly destroyed 
that the universal day can dawn. 


The sun descending in the west, 
The evening star does’ shine; 
The birds are silent in their nest, 
And I must seek for mine. 

The moon, like a flower 

In heaven’s high bower, 

With silent delight 

Sits and smiles on the night. 


Farewell, green fields and happy groves, 
Where flocks have took delight. 
Where lambs have nibbled, silent moves 
The feet of angels bright; 

Unseen they pour blessing, 

And joy without ceasing, 

On each bud and blossom, 

And each sleeping bosom. 


They look in every thoughtless nest, 
Where birds are cover’d warm; 

They visit caves of every beast, ’ 
To keep them all from harm. 

If they see any weeping 

That should have been sleeping, 

They pour sleep on their head, 

And sit down by their bed. 


When wolves and tygers howl for prey, 
They pitying stand and weep; 

Seeking to drive their thirst away, 

And keep them from the sheep; 

But if they rush dreadful, 

The angels, most heedful, 

Receive each mild spirit, 

New worlds to inherit. 


And there the lion’s ruddy eyes 
Shall flow with tears of gold, 
And pitying the tender cries, 
And walking round the fold, 
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Saying “Wrath, by his meckness, 
“And by his health, sickness 

“Ts driven way 

“From our immortal day. 


“And now beside thee, bleating lamb, 
“T can lie down and sleep; 

“Or think on Him who bore thy name, 
“Graze after thee and weep. 

“For, wash’d in life’s river, 

“My bright mane for ever 

“Shall shine like the gold, 

“As I guard o’er the fold.” 


But Blake could not dwell for long in the Golden Age of 
Innocence. While yet a boy he had realized that convention 
ruled the world of art and letters, and that inspiration was little 
better than dead. As man and mystic he gave another expres- 
sion to the same conviction. ‘The first of his symbolic books is 
the “Muses” of the early Poetical Sketches writ large, but in a 
cryptic hieroglyph. Tiriel is easier to read than most of these 
books because it is full of movement and incident, but the 
symbolism is difficult to follow in detail. Blind Tiriel, a creed 
outworn but still tyrannous, has lost his wife, Myratana, 
Inspiration. He tries to console himself with Har, Poetry, in 
his cage of conventional verse, and Heva, complacent, senile 
art, who are protected in their weakness by their Mother, 
Mnetha, goddess of reason. Tiriel pretends to be the ruler of 
the North, the Spiritual, whereas he is, in fact, only capable of 
ruling the West, the material. He deceives Reason, but his 
imposition is detected by Poetry and Art, degenerate though 
they be. Leaving them he encounters his mighty brother, Ijim, 
Superstition, who refuses to recognize his power and returns 
to his “secret forests.” His sons, ways of thought generated by 
him, refuse to help him in withstanding Superstition: he there- 
fore slays them, and his daughters, the Senses, who no longer 
have any outlook beyond the material world, save the young- 
est, Hela, the fifth sense, Touch. She, still alive, though 
degraded, guides him back to the dwelling of Har and Heva, 
meeting on the way his “foolish brother,” Zazel, representing 
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older creeds which have been subjected by him, who now jeers 
at his age and blindness. Tiriel at last admits that he is only the 
ruler of the material region, but dies when he realizes his error 
in substituting the restriction of law for the freedom of 
imagination. 


... when Tiriel felt the ankles of aged Har, 

He said: “O weak mistaken father of a lawless race, 

Thy laws, O Har, & Tiriel’s wisdom, end together in a curse. 

Why is one law given to the lion & the patient Ox? 

And why men bound beneath the heavens in a reptile form, 

A worm of sixty winters creeping on the dusky ground? 

The child springs from the womb; the father stands ready to form 
The infant head, while the mother idle plays with the dog on her couch: 
The young bosom is cold for lack of mother’s nourishment, & milk 
Is cut off from the weeping mouth with difficulty & pain: 

The little lids are lifted & the little nostrils open’d: 

The father forms a whip to rouze the sluggish senses to act 

And scourges off all youthful fancies from the new-born man. 

Then walks the weak infant in sorrow, compell’d to number footsteps 
Upon the sand. And when the drone has reach’d his crawling length, 
Black berries appear that poison all round him. Such as Tiriel, 
Compell’d to pray repugnant & to humble the immortal spirit; 

Till I am subtil as a serpent in a paradise, 

Consuming all, both flowers & fruits, insects & warbling birds. 

And now my paradise is fall’n & a drear sandy plain 

Returns my thirsty hissings in a curse on thee, O Har. 

Mistaken father of a lawless race, my voice is past.” 


He ceast, outstretch’d at Har & Heva’s feet in awful death. 


The text gives no promise of redemption, but there is a 
significant hint in the last illustration where the young vines of 
ecstasy are springing up round the dead body of Tiriel. 

The metaphysic of Tiriel is developed in the later Book of 
Urizen, and the significance of the survival of Hela, the sense 
of touch, is explained in the Introduction to Europe. The poem 
was written about 1789, but was not printed till 1874, when 
W. M. Rossetti included it in his Aldine edition. Twelve 
drawings intended to illustrate it are described by him in his 
annotated, catalogue. 

The mood of the Songs of Innocence more nearly recurs in 
Thel, the second of the symbolic books, and the next lovely 
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example of illuminated printing. It is a link between the _ 


contrary states of the Songs of Innocence and the Songs of Experi- 
ence, and, but for the malevolent influence of Ossian, it might 
have been similar in form; a lyric seems entangled in its amb- 
ling septenaries. Nevertheless Thel is the most perfect poem 
among the symbolic books; it contains indeed none of those 
intense passages of magnificent rhetoric which glorify some of 
the later books, but it never drops into an obscurity lacking 
beauty for a guide. Blake had been exploring Greek thought, 
perhaps in the company of Thomas Taylor: he now adopted 
the doctrine of pre-existence, and began to make use of 
symbolism obviously Greek in origin. The virgin, Thel, fears 
her death into this life: “A land of sorrows & of tears where 
never smile was seen.” 
The Clod of Clay, as later in a Song of Experience, tells her 

how to build a Heaven in Hell’s despair: | 

“O Beauty of the vales of Har! we live not for ourselves. 

Thou seest me the meanest thing, and so I am indeed. 

My bosom of itself is cold, and of itself is dark; 

But he, that loves the lowly, pours his oil upon my head, 

And kisses me, and binds his nuptial bands around my breast, 

And says: “Thou mother of my children, I have loved thee 

And I have given thee a crown that none can take away.’ 


But how this is, sweet maid, I know not, and I cannot know; 
I ponder, and I cannot ponder; yet I live and love.” 


She invites her to enter the world of experience through the 
gate of Imagination. There she is terrified when she sees “her 
own grave-plot,” the body in which she will be buried, and 
hears of the dangers to which the five senses will expose her. 
She flies back into eternity: her time for experience had not yet 
come, There is a hint in the last illustration that Thel fears death 
into the body over-much. Children, symbolic of Innocence, 


are guiding the serpent of the senses gaily through the sea of 
time and space. 


The Songs of Experience are the record of the second stage of 
the Mystic Way. Despite Blake’s Ossianic excursions in Tiriel 
and The Book of Thel the lyric gift had not failed him. The 
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Songs of Innocence were issued alone in 1789, but there is no 
authentic copy of the Songs of Experience as a separate publica- 
tion. In 1794 Songs of Innocence and of Experience shewing the 
Two Contrary States of the Human Soul appeared as one volume. 

Most mystics during the second or Purgative stage—the 
inevitable reaction after the first ecstasy—are overwhelmed 
with self-disgust and feel an imperative need for self-mortifica- 
tion that they may escape from the snares of the senses, and so 
fit themselves for union with the absolute, the great reality of | 
which they have just become dimly aware. But Blake suffered 
a more general disillusionment: his first ecstatic vision could 
not be recovered by purification of himself alone. He had 
looked on the world through the eyes of a child: he must now 
see it through the eyes of a man who perceives all the evil and 
misery, and rebels against the errors which cause them. In the 
Introduction he appeals to man, the “lapsed soul,” no longer 
typified by the innocent child but by Earth itself, imprisoned 
by the starry floor which symbolizes the discrete, and therefore 
misleading; light of reason, and the watery shore of time and 
space, to listen to the Holy Word of Imagination, that the sun 
of day may break again on his darkness. Earth answers with a 
despairing cry on which the Songs that follow are a comment- 
ary. Some of them are direct antitheses to Songs of Innocence. 
It is so with “The Tyger,” and Blake does not answer the 
question, “Did he who made the Lamb make thee?” “The 
roaring of lions, the howling of wolves, the raging of the stormy 
sea, and the destructive sword, are portions of eternity, too 
great for the eye of man” he says in the Proverbs of Hell, but 
there he knows at least that “the wrath of the lion is the wisdom 
of God,” and that “the tygers of wrath are wiser than the 
horses of instruction.” The Nurse will not let the children play 
any longer as she can see no light; she even denies the reality 
of their innocent joys: “Your spring & your day are wasted in 
' play.” The sight of the children on Holy Thursday is painful 
because their poverty is itself a wrong which no belated charity 
can right. The infant is born into a dangerous world where no 
joy can befall him. The chimney-sweeper knows that those 
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who allow him to toil in misery are callous and hypocritical. 


“A Little Boy Lost,” showing the cruel fate of Truth and 
Innocence in the World of Experience, has no happy ending 
like “The Little Boy Lost” and “The Little Boy Found” of the 
Songs of Innocence. There would have been a similar contrast 
between “The Little Girl Lost” and “The Little Girl” with its 
sequel “The Little Girl Found” if the two latter poems, 
originally included in the Songs of Innocence had not been 
transferred by Blake to the Songs of Experience. The distribution 
of the songs between Innocence and Experience varies some- 
what in different copies, a sign of the close relation between 
the Contrary States of the Soul. “A Dream,” for example, 
appears among the Songs of Experience in two of the later copies, 
and “The Voice of the Ancient Bard,”’ which is the utterance 
of one who has found his way towards the light through the 
tangled roots of experience, was more fitly placed there. ““The 
Schoolboy,” originally also a Song of Innocence, was likewise 
moved; the plate contains its own contrast as, though the boy 


in the text complains of forced instruction at school, the boy in _ 


the picture is reading a book in the vine because he enjoys it. 
Some critics are surprised that “The Lilly,” which opposes 
innocence and experience in a single quatrain, was not included 
among the Songs of Innocence, but the irony of the adjectives 
“modest” and “humble” seems to have escaped them. 

The other Songs of Experience all bear the clear impress of the 
contrary state. The ears of man are deaf to the Holy Word of 
Imagination, and therefore he fears love and is incapable of 
forgiveness. “To Tirzah,” the only Song of Experience which 
is really obscure, although the full and subtler meanings of 
some of the others may not reveal themselves till they have 
been read again and again, bears evidence of having been 
written at a later date, and does not appear in the earlier issues 
of Songs of Innocence and Experience. Its symbolism cannot be 
understood without reference to Blake’s later books. Two 
other lyrics might fitly have been included among the Songs of 
Experience. “A Divine Image’’ is antithetic to “The Divine 
Image’ of the Songs of Innocence, said to have been composed 
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by Blake in the New Jerusalem Church. It was not, however, 
included by Blake himself among the Songs, nor was it 
printed till some years after his death. It may have been rejected 
by him in favour of that other antithesis “The Human Ab- 
stract,’ which gives the pseudo-religious version of the Divine 
Image. The tree of Mystery symbolizes such religions, and the 
caterpillar and fly their priests who defile the truth. “As the 
_ caterpiller chooses the fairest leaves to lay her eggs on, so the 
priest lays his curse on the fairest joys.” “A Cradle Song,” 
again, with its exquisite 

Sleep, Sleep: in thy sleep 

Little sorrows sit & weep. 


was obviously written as a contrast to “A Cradle Song” of the 
Songs of Innocence, but was never included in the Songs of 
Experience. 


Some of the Songs of Experience appear in rough draft, or as 
fair copies from earlier drafts, in the MS. book known as the 
Rossetti MS. A note on the back of the fly-leaf, signed D. G. 
C. R.., gives the history of the MS. book so far as it was known 
to Rossetti. “I purchased this original MS. of Palmer, an 
attendant in the Antique Gallery at the British Museum, on the 
30th April, ’47. Palmer knew Blake personally, and it was from 
the artist’s wife that he had the present MS. which he sold me 
for ros. Among the sketches there are one or two profiles of 
Blake himself.” 

It has been sometimes assumed that the Palmer referred to is 
Samuel Palmer, the well-known artist, and one of the group 
known as “The Ancients,” with whom Blake became ac- 
quainted toward the end of his life. But this is obviously an 
error, as Samuel Palmer was never on the staff of the British 
Museum; his brother, William Palmer, was appointed. as 
attendant in the Antique Gallery in 1848, and it may therefore 
be concluded that it was he who sold the MS. Rossetti copied 
all that he considered of value in the book, both verse and 
prose. He apparently contemplated the separate publication of 
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a part of the contents of the MS. book as he wrote on Ist 
November 1860 to his friend, William Allingham: 


A man (one Gilchrist, who lives next door to Carlyle, and is as near him 
in other respects as he can manage) wrote to me the other day, saying he was 
writing a life of Blake, and wanted to see my manuscript by that genius. 
Was there not some talk of your doing something in the way of publishing 
the contents? I know William thought of doing so, but fancy it might wait 
long for his efforts, and I have no time, but re think its contents ought 
to be edited, especially if a new Life gives a “shove to the concern” (as 
Spurgeon expressed himself in thanking a liberal subscriber to his Taber- 
nacle). I have not yet engaged myself any way to said Gilchrist on the 
subject, though I have told him he can see it here if he will give me a day’s 
notice. 


Abandoning his first idea, Rossetti lent the MS. to Gilchrist 
in 1861, and after the death of Gilchrist he himself prepared a 
selection of both poems and prose for publication in the second 
volume of the Life, emending the text and sometimes adding 
titles of his own. In 1868 Swinburne had access to the MS. and 
made further extracts for his Critical Essay, especially from 
“The Everlasting Gospel,” of which he gave a long and en- 
thusiastic exposition. He also copied from a loose scrap of paper 
which has now disappeared the fragment of verse, “A fairy 
leapt upon my knee.” W. M. Rossetti made some further use 
of the MS. book in the Aldine edition of 1874. In 1887 the book 
became the property of Mr. W. A. White, and Messrs. Ellis 
& Yeats were enabled to print a few poems which had not 
appeared before. The first thorough and accurate account 
of the MS. was given by Dr. Sampson in his edition of 1905, 
from scholarly transcripts made by Mr. White, the owner. 
Mr. Keynes revised the text for the Nonesuch Edition from 
a photographic reproduction, and corrected Dr. Sampson’s 
reading in a few particulars. Their careful researches, a sum- 
mary of which is given in Appendix IV, have established the 
order and dates of the various sections. 

The earliest section contains eighteen of the Songs of Experi- 
ence, eight of which are evidently fair copies. They are dis- 
tinguished from the lyrics which were not included in the 
Songs of Innocence and of Experience or ever published by Blake 
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himself, by a vertical line drawn through them. These earlier 
versions differ in various particulars from the etched Songs. 
The other lyrics include ““Never pain to tell thy love” and 
“Silent, Silent Night.” Here, too, is “I asked a thief to steal me 
a peach,” that triumph of the devil-angel over.the explanatory 
prig, of which Swinburne wrote “a light of laughter shines 
and sounds through the words:”’ that plaint of the rebel artist- 
poet, uncertain where revolt should begin or end, “Thou hast 
a lap full of seed,” and the verses “To Nobodaddy,” one of the 
first suggestions of Urizen, the false god of this world. | 

The little picture book For Children: The Gates of Paradise, 
designs for which are in the MS. book, was engraved in 1793, 
but the plates were reissued about 1818, with verses written 
after the later symbolic books, as For the Sexes: The Gates of 
Paradise. On page 116 of the MS. book is a list of twenty-two 
subjects for a history of England. The History of England is, like 
The Gates of Paradise, described in Blake’s Prospectus of roth 
October 1793 as “‘a small book of Engravings, Price 3s.” It 
was therefore, presumably, also a children’s picture book, but 
no copy of it is known. 
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CHAPTER II 


REVOLUTIONARY AND 
MYSTIC 


Energy is the only life, and is from the Body; and Reason is the 
bound or outward circumference of Energy. 


Isr his brother Robert’s death, Blake gave up the print 
shop, which apparently was not a financial success, and 
moved to 28 Poland Street, where he lived for five years. 
Gilchrist ascribed the dissolution of the partnership to dis- 
agreements with Parker, but does not adduce any authority for 
his assertion. During this period Blake exchanged the prosper- 
ous culture of the Mathew circle for the company of politicians 
and social reformers, Friends of Liberty and members of the 
London Corresponding Society. He used to tell his Tory 
friends in jest that by the shape of his forehead he was a pre- 
destined republican. “I can’t help being one, any more than you 
can help being a Tory: your forehead is larger above; mine, on 
the contrary, over the eyes.” Neither did the eyes with their 
look of exaltation, the “little clenched nostril,” the large 
sensitive mouth with tremulous lips, suggest a readiness to 
accept as ultimate and necessary the evil of this best of all 
possible worlds. The red cap was so natural a covering for the 
fiery aureole of hair that he alone of the Liberty Boys would 
wear it serenely in the London streets till the Days of Terror 
changed the symbolism of its colour. Blake’s employer, 
Johnson, publisher of Wordsworth’s Descriptive Sketches, and 
famous for his encouragement of Cowper and for his generous 
payment of an uncovenanted thousand pounds for the Task, 
was also the friend of enthusiasts for American Independence, 
and of those who were hopefully watching the Revolution in 
France and planning a democratic but bloodless programme for 
AI 
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England. He gave weekly dinners to his intimates above the 
shop in St. Paul’s Churchyard, continuing them in the Mar- 
shal’s house when he was imprisoned for selling seditious 
literature. At Johnson’s Blake may have met old Dr. Price, the 
preacher who provoked Burke’s Reflections on the French 
Revolution, the advocate of international peace and religious 
toleration, the inventor of the doctrine of human perfectibility 
which was to become the basis of Godwin’s philosophic 
system, and an inspiration to Shelley. 

Another client of Johnson’s was Dr. Price’s friend and suc- 
cessor, Joseph Priestley, discoverer of oxygen and possibly the 
original of Blake’s “Inflammable Gass the Wind-Finder.” His 
house, library, and laboratory were wrecked during the 
Birmingham Riots in 1791, on the occasion of a dinner in 
honour of the Anniversary of the French Revolution, at 
which he was not even present. He was offered, but declined, 
a seat in the National Convention, and emigrated to America 
in 1794. Jeremy Bentham said that he owed to Priestley his 
phrase “‘the greatest happiness of the greatest number,” and 
Coleridge has celebrated him as 


... patriot, and saint, and sage, . 

Whom that my fleshly eye hath never seen, 

A childish pang of impotent regret 

Hath thrilled my heart. Him from his native land 
Statesmen, bloodstain’d, and priests idolatrous, 
By dark lies madd’ning the blind multitude, 
Drove with vain hate: calm, pitying he retir’d, 


And mus’d expectant on these promis’d years. 


To Johnson’s came also Thomas Paine, whose writings had 
inspired the American struggle for liberty. Paine was saved 
from the gallows by Blake’s commonsense and foresight. 
Already threatened with a Government prosecution for his 
Rights of Man, he was recapitulating one evening an inflam- 
matory speech of the night before; Blake told him that he was 
a dead man ifhe went home, where, in fact, arrest awaited him. 
He was hustled off to France and took his seat in the National 
Convention as member for the Department of Calais. In Paris 
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he again escaped a violent death when a muddled gaoler 
chalked the guillotine mark on the inside of the door. The most 
attractive member of the group, and the one likely to have 
been most sympathetic to Blake, was Mary Wollstonecraft, 
to whom Johnson was more of a father than the wastrel Woll- 
stonecraft had ever been. He published her Original Stories from 
Real Life in 1791 with six illustrations by Blake, and later in the 
same year A Vindication of the Rights of Women, which gained 
for her Walpole’s soubriquet of “hyena in petticoats.” Mary 
Wollstonecraft’s later story is well known; her desertion by 
the American, Imlay, her strange alliance with Godwin, which 
perhaps gave her as full a happiness as her nature and bitter past 
experience allowed, and her death after the birth of the child 
who was to become Mary Shelley. To the period of the 
Johnson dinners belongs her passion for another of the guests, 
the flirtatious Fuseli. According to his biographer she wished 
to join the Fuseli household as a spiritual concubine without 
interfering with Mrs. Fuseli’s conjugal rights, and it has been 
suggested that Blake’s poem “Mary” is a sympathetic reminis- 
cense of Mary Wollstonecraft’s candour. After Fuseli had 
rejected her love she went to France, where further unhappi- 
ness was in store for her. 

Godwin, whose cold intellect and lucid style exercised an un- 
paralleled influence on the young men of his own and the 
succeeding generation, is said to have been antipathetic to 
Blake. He preached the progress of human perfectibility by 
means of the improvement of external conditions, and the 
inducement of rational opinions by education and argument: 
error must be exterminated by expostulation, not by punish- 
ment. His ideal, modified toward the end of his life, was a 
universal benevolence based on reason in which there was 
place neither for affection nor for gratitude. Blake’s phil- 
anthropy was more impulsive. To one free-thinker and 
treatise-writer, who complained that his children were dinner- 
less, he lent forty pounds, a part of which was exhibited by his 
wife to the thrifty Catherine Blake in the shape of a very 
gorgeous dress. The name of this plunderer has not survived. 


. 
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Holcroft, who had once been a stable-boy, and whose frag- 
ment of autobiography is better remembered than his plays or 
his labours as a reformer, was an associate with whom Blake 
must have been more in sympathy. And Holcroft’s stories of 
his ill-treatment at Ascot, as a boy, may have had something 
to do with the vehemence of Blake’s onslaught on the pro-. 
prietor of Astley’s circus. Tatham tells how ! 


Blake was standing at one of his windows, which looked into Astley’s 
premises (the man who established the theatre still called by his name), and 
saw a boy hobbling along with a log to his foot, such an one as is put on a 
horse or ass to prevent their straying. Blake called his wife and asked her for 
what reason that log could be placed upon the boy’s foot. She answered 
that it must be for a punishment for some inadvertency. Blake’s blood 
boiled, and his indignation surpassed his forbearance. He sallied forth, and 
demanded in no quiescent terms that the boy should be loosed, and that no 
Englishman should be subjected to those miseries, which he thought were 
inexcusable even towards a slave. After having succeeded in obtaining the 
~ boy’s release in some way or other, he returned home. Astley by this time, 
having heard of Blake’s interference, came to his house and demanded, in 
an equally peremptory manner, by what authority he dare come athwart 
his method of jurisdiction. To which Blake replied with such warmth that 
blows were very nearly the consequence. The debate lasted long, but like 
all wise men whose anger is unavoidably raised, they ended in mutual 
forgiveness and mutual respect. Astley saw that his punishment was too 
degrading, and admired Blake for his humane sensibility, and Blake 
desisted from wrath when Astley was pacified. 


There is no record of Blake’s conversation at Johnson’s social 
gatherings, but the opinions which he held at this time can be 
gathered from his annotations to Bishop Watson’s An Apology 

for the Bible in a Series of Letters addressed to Thomas Paine. He 
~ did not publish these notes. “I have been commanded from 
Hell not to print this, as it is what our Enemies wish.” He falls 
foul of the Bishop’s “Surpentine Dissimulation.” “I believe 
that the Bishop laught at the Bible in his slieve and so did 
Locke.” Paine, Deist though he was, had done good service by 
attacking the perversions of Christ’s words and acts and also 
the perversions of the Bible: 


Christ died as an Unbeliever and if the Bishops had their will so would 
Paine: see page 1: but he who speaks a word against the Son of man shall be 
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forgiven. Let the Bishop prove that he has not spoken against the Holy 
Ghost, who in Paine strives with Christendom as in Christ he strove with 


the Jews. 


The Bishop, according to Blake, gives up the case for the 
historical authenticity of the Bible by being ready to admit that 
Moses, Joshua, and Samuel may not have written the books 
ascribed to them: 


If Moses did not write the history of his acts, it takes away the authority 
altogether; it ceases to be history & becomes a Poem of probable impossibil- 
ities, fabricated for pleasure, as moderns say, but I say by Inspiration. . . . 

I cannot conceive the Divinity of the books in the Bible to consist either 
in who they were written by, or at what time, or in the historical evidence 
which may be all false in the eyes of one man & true in the eyes of another, 
but in the Sentiments & Examples, which, whether true or Parabolic, are 
Equally useful as Examples given to us of the perverseness of some & its 
consequent evil & the honesty of others & its consequent good. This sense 
of the Bible is equally true to all and equally plain to all. None can doubt 
the impression which he receives from a book of Examples. If he is good he 
will abhor wickedness in David or Abraham; if he is wicked he will make 
their wickedness an excuse for his & so he would do by any other book. 


Paine is, of course, one of the “moderns.” He had said in 
The Age of Reason that: 


There is not throughout the whole book called the Bible, any word that 
describes to us what we call a poet, or any word that describes what we call 
poetry. The case is that the word prophet, to which later times affixed a new 
idea, was the Bible word for poet, and the word prophesying meant the art of 
making poetry. 


For the Bishop this is tantamount to describing all prophets 
as “lying rascals.”’ Blake’s comment 1s: 


Prophets, in the modern sense of the word, have never existed. Jonah was 
no prophet in the modern sense, for his prophecy of Nineveh failed. Every 
honest man is a Prophet; he utters his opinion both of private & public 
matters. Thus: If you go on So, the result is So. He never says, such a thing 
shall happen let you do what you will. A Prophet is a Seer, not an Arbitrary 
Dictator. It is a man’s fault if God is not able to do him good, for he gives 
to the just & to the unjust, but the unjust reject his gift. 


Paine also understood the true nature of miracles better than 
the Bishop: 


\ 
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Jesus could not do miracles where unbelief hindered, hence we must 
conclude that the man who holds miracles to be ceased puts it out of his own 
power to ever witness one. The manner of a miracle being performed is in 
modern times considered as an arbitrary command of the agent upon the 
patient, but this is an impossibility, not a miracle, neither did Jesus ever do 
such a miracle. Is it a greater miracle to feed five thousand men with five 
loaves than to overthrow all the armies of Europe with a small pamphlet? 
Look over the events of your own life & if you do not find that you have 
both done such miracles & lived by such you do not see as I do. True, I 
cannot do a miracle thro’ experiment & to domineer over & prove to others 
my superior power, as neither could Christ. But I can & do work such as 
both astonish & comfort me & mine. How can Paine, the worker of 
miracles, ever doubt Christ’s in the above sense of the word miracle? But 
how can Watson ever believe the above sense of a miracle, who considers 
it as an arbitrary act of the agent upon an unbelieving patient, whereas the 
Gospel says that Christ could not do a miracle because of Unbelief? 

If Christ could not do miracles because of Unbelief, the reason alledged 
by Priests for miracles is false; for those who believe want not to be con- 
founded by miracles. Christ & his Prophets & Apostles were not Ambitious 
miracle mongers. 


Here, as so often, Blake declares “the Gospel is Forgiveness 
of Sins & has No Moral Precepts.”’ He asserts that “the Bishops 
never saw the Everlasting Gospel any more than Tom Paine,” 
and concludes: “It appears to me Now that Tom Paine is a 
better Christian than the Bishop. I have read this Book with 
attention & find that the Bishop has only hurt Paine’s heel while 
Paine has broken his head. The Bishop has not answer’d one of 
Paine’s grand objections.” 

With these annotations may be compared those from Blake’s 
copy of Bacon’s Essays, probably written about the same time 
(1798), treating the philosopher with as little tenderness as the 
Bishop. Unfortunately the book cannot now be traced and 
Gilchrist only gives a few sentences. The title-page was in- 
sctibed “Good advice for Satan’s Kingdom.” The most note- 
worthy of Gilchrist’s quotations are the comment on Bacon’s 
“Good thoughts are little better than good dreams,” “Thought 
is act. Christ’s acts were nothing to Caesar’s if this is not so,” 
and that on “The increase of any state must be upon the 
foreigner,” “The increase of a State, as of a man, is from 
internal improvement or intellectual acquirement. Man is not 


REVOLUTIONARY AND MYSTIC 47 


improved by the hurt of another. States are not improved. at 
the expense of foreigners.” 

Two of Blake’s later references to Bacon may be associated 
with these: 


Meer enthusiasm is the All in All! Bacon’s Philosophy has Ruin’d 
England. Bacon is only Epicurus over again. . . . 
Bacon’s Philosophy has Destroy’d [word cut away] Art & Science, The 
Man who says that the Genius is not Born, but Taught—Is a Knave. 
O Reader, behold the Philosopher’s Grave! 
He was born quite a Fool, but he died quite a Knave. 


But it would appear from Blake’s America: A Prophecy that 
he read Bacon’s New Atlantis to some purpose. 

Blake was in sympathy with the reformers in their revolt 
against priest and king, against the oppression of the poor, 
slavery, and the merely legal sanctity of marriage. But all these 
good people were concerned with external liberty only and 
were seeking to reinforce the tyranny of reason destructive of 
inner spiritual liberty. They taught the fatal doctrine of re- 
pression, not perceiving that energy, passion, even excess, lead 
to wisdom, and that error cannot be corrected, but must be 
cast out. Their criticisms of Christianity were negative, and 
based on a literal interpretation of the scriptures, meaningless 
to the student of Swedenborg. It is useful and sometimes 
amusing in reading Blake’s later books to look back upon his 
association with the Johnson set; many of his bugbears, or 
shall we say his Angels, obviously took shape at that hospitable 
table. “I have always found that Angels have the vanity to 
speak of themselves as the only wise; this they do with a con- 
fident insolence sprouting from systematic reasoning.” He 
embodied their error in Urizen, the false god of Reason, and 
cast it out fiercely with his pen. 

But his sympathy with France was as genuine as theirs, nor 
was it limited to a red cap and prudent advice to the Calais 
“ member of the National Convention. Only one book remains 
of the poem on the French Revolution which Blake probably 
began to write in the latter half of 1789. A page-proof of 
this, prepared for anonymous publication in 1791, was either 
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withheld by Johnson’s caution or withdrawn by Blake himself. 
It was not published till 1913. Swinburne, who read these proof- 
sheets, pronounced it “the only original work of its author 
worth little, or even nothing; consisting mainly of mere wind 
and splutter.” This verdict from Blake’s great champion is an 
aberration of criticism. Tremendous voices are audible above 
the tumult of Ossianic metaphor, voices whose speech is 
inspired by that imaginative sympathy which will not blame the 
individual, be he king or noble. Even the serpent-priest, the 
Archbishop of Paris, is vigorous and moving, while the 
eloquence of Orleans, “generous as mountains,” as Blake 
supposed in selecting him as his own mouthpiece, is surpassed 
by that of the Duke of Burgundy, an imaginary figure who 
represents the drunkenness of battle. 


Shall this marble built heaven become a clay cottage, this earth an oak stool 
and these mowers 

From the Atlantic mountains mow down all this great starry harvest of six 
thousand years? 

And shall Necker, the hind of Geneva, stretch out his crook’d sickle o’er 
fertile France, 

Till our purple and crimson is faded to russet, and the kingdoms of earth 
bound in sheaves, 

And the ancient forests of chivalry hewn, and the joys of the combat 
burnt for fuel; 

Till the power and dominion is rent from the pole, sword and scepter 
from sun and moon, 

The law and gospel from fire and air, and eternal reason and science 

From the deep and the solid, and man lay his faded head down on the rock 

Of eternity, where the eternal lion and eagle remain to devour? 

This to Bereta by cries in day, and prophetic dreams hovering in 
night, 

To enrich the lean earth that craves, furrow’d with plows, whose seed is 
departing from her— 

Thy Nobles have gather’d thy starry hosts round this rebellious city, 

To rouse up the ancient forests of Europe, with clarions of cloud breathing . 
war. 


To hear the horse neigh to the drum and trumpet, and the trumpet and war 
shout reply. ‘ 
Stretch the hand that beckons the eagles of heaven: they cry over Paris, 
__ and wait 
Till Fayette points his finger to Versailles; the eagles of heaven must have 
their prey! 
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Did Blake, finding that he had been too generous a prophet, 
destroy the remaining six books of his only prophetic work, in 
the accepted sense, after the September massacres? No trace of 
them has been found. 


Whatever may have been the contents of the lost books of 
the French Revolution, or their scheme in Blake’s mind if they 
were never written, he was not content to be merely a political 
revolutionary, but was feeling his way toward a subversive — 
metaphysical doctrine. There are no letters for this period to 
aid in tracing his mental progress, but, fortunately, marginal 
notes on Lavater’s Aphorisms and on two of Swedenborg’s 
books take their place. 

A translation of Lavater’s Aphorisms was published in 1788 
by Lavater’s friend, Fuseli, with a frontispiece designed by 
Fuseli and engraved by Blake, whose annotations show that at 
the time when he was writing the Songs of Innocence he was 
using the work of the worthy Swiss as a spring-board for 
thought. Blake has written his name below that of Lavater, and 
has drawn the outline of a heart round the two names. He acted 
on the advice of the last Aphorism: “Ifyou mean to know your- 
self, interline such of these aphorisms as affected you agreeably 
in reading, and set a mark to such as left a sense of uneasiness 
with you; and then show your copy to whom you please.’ 

We have the authority of Fuseli, to whom he showed his 
notes, for saying that Blake, as a young man, may be known 
from them. Their autobiographical significance can only be 
fully appreciated by reading the Aphorisms, which to-day have 
lost their savour, and noting his comments and the passages 
which he has underlined. The picture revealed is that of a man 
who prefers passion to cool villainy, active evil to passive good, 
a lover of laughter and downright speech, hating alike the 
sanctimonious and the sneerer. He venerates what is great and 
good in others, but cannot bear to be ignored, and so suspects 
himself both of egotism and of jealousy. Impulsive and 
emotional he finds it difficult to form a calm and dispassionate 
judgment. This last defect shows itself in his relations with 


50 THE LIFE OF WILLIAM BLAKE 


~ others: a good lover and a sound hater, he yet cannot afford to 
be judged by his friendships and his enmities because he errs in 
both, and it goes against the grain to forgive injuries. He thinks 
—and this is, perhaps, the explanation of those outrageous 
speeches in uncongenial company to which his friends bear 
witness—that a man may lie for his own pleasure, provided he 
does not by so doing harm another or betray a sacred trust. 
The indirect criticism of his own genius shows that he is beset 
by doubts about the truth of his intuitions, and realizes that 
his difficulty in perfecting his work is a grave fault: at the same 
time he is convinced that genius manifests itself in devotion to 
a task which none other can achieve. His final comment is the 
most precise statement which Blake anywhere makes of the 
philosophy from which he developed his myths and his 
symbolic books: 

There is a strong objection to Lavater’s principles (as I understand them) 
& that is He makes everything originate in its accident; he makes the vicious 
propensity not only a leading feature of the man, but the stamina on which 
all his virtues grow. But as I understand Vice it is a Negative. It does not 
signify what the laws of Kings & Priests have call’d Vice; we who are philo- 
sophers ought not to call the Staminal Virtues of Humanity by the same 
name that we call the omissions of intellect springing from poverty. 

Every man’s leading propensity ought to be call’d his leading Virtue & 
his good Angel. But the Philosophy of Causes and Consequences misled 
Lavater as it has all his Contemporaries. Each thing is its own cause & its 
own effect. Accident is the omission of act in self & the hindering of act in 
another; This is Vice, but all Act is Virtue. To hinder another is not an 
act; it is the contrary; it is a restraint on action both in ourselves & in the 


person hinder’d, for he who hinders another omits his own duty at the 
same time. 

Murder is Hindering Another. 

Theft is Hindering Another. 

Backbiting, Undermining, Circumventing, & whatever is Negative 
is Vice. But the origin of this mistake in Lavater & his contemporaries is, 
They suppose that Woman’s Love is Sin; in consequence all the Loves 
& Graces with them are Sins. 


Blake, following the family tradition, was still a follower of 
Emanuel Swedenborg: in 1789, the year in which the Songs of 
Innocence were engraved, the names of William and Catherine 


Blake appear in the minute book of the Great Eastcheap 
Swedenborgian Society. He may even: have seen the pictur- 


REVOLUTIONARY AND MYSTIC $I 


esque old Baron in the flesh as he spent his eighty-fourth year in 
London, dying there in 1772. Swedenborg’s accounts of his 
own visions, his belief in the spiritual symbolism of the material 
world and interpretation of the Bible in accordance with this 
belief, and his doctrine that Christ is the only God, had a 
lasting effect upon Blake’s thought. Moreover, both point and 
support were given to Blake’s rebellion against the old order by 
Swedenborg’s announcement that 1757, the year of Blake’s 
own birth, was, in consequence of a Spiritual Last Judgment, 
the first year of a New Age in which mankind would regain 
moral freedom. 

His annotations to Swedenborg’s Wisdom of Angels concerning 
Divine Love and Divine Wisdom, which were also written about 
1789, show his sympathy in such phrases as “the Whole of the 
New Church is in the Active Life & not in Ceremonies at all.” 
He explains as against those who have misrepresented Sweden- 
borg’s meaning, that such may participate in Spiritual Wisdom 
“while in the Body,” and the comment “he who Loves feels 
love descend into him & if he has wisdom may perceive it is 
from the Poetic Genius, which is the Lord,” affirms the 
doctrine of his own tractate All Religions are One. 

But the writings of Swedenboreg’s master, Jakob Bochme, 
the sixteenth-century German cobbler, which Blake read in 
Law’s translation, contained a treasure of profounder thought, 
and induced a critical examination of Swedenborg’s doctrines. 
From Boehme Blake derived his belief that the creation of the 
material world was an Act of Mercy, because by its means 
complete destruction was intercepted and redemption became 
possible, that union with the Eternal can be attained only by 
annihilation of the selfhood, and that man is himself infinite. 
Two quotations from Boehme’s writings will at least suggest 
how stimulating and congenial they must have been to the 
young Blake: 


If thou conceivest a small minute circle, as small as a grain of mustard seed, 
yet the Heart of God is wholly and perfectly therein: and if thou art born in 
God, then there is in thyself (in the circle of thy life) the whole Heart of God 
undivided. 
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The Son of God, the Eternal Word in the Father, who is the glance, or 
brightness, and the power of the light eternity, must become man and be 
born in you, if you will know God: otherwise you are in the dark stable and 
go about groping. 


Unfortunately no copy of Law’s translation annotated by 
Blake has yet come to light, but the two tiny tractates, There is 
no Natural Religion and All Religions are One, etched about 
1788, show the impress of Boehme, their form being probably 
suggested by Lavater’s Aphorisms. Blake was quite sure that, 
whatever the failings of the Established Church, the noisy 
rationalism of his Deistic friends and acquaintances, Paine, 
Priestley, Godwin, and the rest, was not the promised path to 
moral freedom. Accordingly he exposes their limitations in the 
two series of There is no Natural Religion, concluding that 
“Tf it were not for the Poetic or Prophetic Character the 
Philosophic & Experimental would soon be at the ratio of 
all things & stand still, unable to do other than repeat the 
same dull round over again.” But since man’s perceptions are 
not, as the Deists wrongly held, limited by Sense, and. his 
Desire is Infinite, ‘“God becomes as we are, that we may be as 
Hetis’ 

The second tractate sets forth that All Religions are One inas- 
much as they have one source, the True Man, who is the 
Poetic Genius. This doctrine stands out against the obscure and 
crowded background of his later myths. 

Blake’s second set of notes on Swedenborg, the annotations 
to his Wisdom of Angels Concerning Divine Providence, written 
about 1790, show that he was realizing the limitations of his 
former master, whom he now condemns as a predestinarian: 
“Predestination after this Life is more Abominable than Cal- 
vin’s, & Swedenborg is such a Spiritual Predestinarian. . . . 
Cursed Folly!” 

The founder of the New Jerusalem Church followed other 
churches in appraising good and evil, in assigning reward and 
punishment. 
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O Swedenborg! strongest of men, the Samson shorn by the Churches, 
Showing the Transgressors in Hell, the proud Warriors in Heaven, 
Heaven as a Punisher, & Hell as One under Punishment. 


Swedenborg, the man of science, had not been fully emanci- 
pated by his visionary enlightenment late in life; he was still 
ensnared. by logic and reason; as Blake put it, he had only con- 
versed with angels, reasonable men, never with Devils, those 
inspired by Imagination. Moreover, his writings were not only 
conventional in spirit but a little ridiculous in form. So Blake 
began to scribble The Marriage of Heaven and Hell in a note- 
book; he had found his way through the dark, tangled wood 
of experience, and with a chuckle he entered upon the third 
stage of the Mystic Way. 

This metaphor of the Mystic Way has been accepted as a 
useful graphic method of describing the spiritual history of 
those who reach the goal of their desire, union with the Eternal. 
Their absorption in this one aim, and their ultimate certainty 
that it has been fulfilled, sets them apart from others, and 
a study of their lives and writings shows that it is possible 
to recognize more or less well defined psychological crises 
common to them all. Illumination, that is the renewal and 
increase of the first visionary intuition of the Eternal at “Con- 
version,’ did not come to Blake as a merely personal revela- 
tion, a peaceful reassurance after the suffering of Purgation, but 
in the guise of a subversive rebellion against established 
religion, morality, and art. Illumination banished doubt, but 
spelt revolution. 

Swinburne ranks The Marriage of Heaven and Hell as not only 
the greatest of Blake’s books, but as “about the greatest pro- 
duced by the Eighteenth Century in the line of high poetry 
and spiritual speculation.” It is Blake’s Gospel of Revolution. 
All his heresies may be traced to old sources, but they are pre- 
sented in an original and provocative form. The Just Man can 
no longer tread meekly in the Way of Holiness: Heaven has 
been usurped by the Angels, the hypocrites who passively obey 
the laws of reason. Energy the Eternal Delight, imagination, 
inspiration, impulse, is their Evil, and is punished with eternal 
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torment by their God. They believe in the separate reality of 
the body and the soul, and that evil proceeds from the one, and 
good from the other. But the Just Man, become an outcast in 
his wrath, the Devil, the Genius, the Man in whom God Him- 
self acts and is, knows that the body is only a portion of the soul 
discerned by the senses, and that if these, the doors of percep- 
tion, are cleansed, everything will appear infinite as it is, and as 
the Eagle, the Genius, perceives it to be. No reconciliation is 
possible between the Angels and the Devils, between those 
who are in the bonds of reason, and those freed by imagination, 
the Poetic Genius. The Angels must be converted by Love and 
understanding of Christ, who was himself no mild slave of the 
decalogue. “Jesus was all virtue, and acted from impulse, not 
from Rules.” The Marriage of Heaven and Hell is fragmentary 
in form, but the Infernal Wisdom of the Proverbs of Hell, the 
dinner party (a satire on Swedenborg’s visions) at which Isaiah 
and Ezekiel uphold the righteousness of honest indignation 
and the force of an imaginative faith, the excursions with the 
angel whose dogmatic beliefs and metaphysical arguments 
reveal nothing but the rottenness of education, religion, and 
social life among those who can only perceive and inhabit the 
material world of space and time, all attack conventional 
religion and ethics. In the tractate All Religions are One, Blake 
had stated that all men participate in the Poetic Genius, but now 
he emphasizes the division between sheep and goats, and 
proclaims the War of the Devils upon the Angels: “One Law 
for the Lion & Ox is Oppression.” 

All the known copies of The Marriage of Heaven and Hell 
include “A Song of Liberty.” It has been suggested that this 
“Song” is wrongly regarded as a separate poem, and is really 
the last section of The Marriage of Heaven and Hell. This theory 
is based on the continuous pagination, the similarity of letter- 
ing, the balance which the Song at the end would give to the 
“argument” at the beginning, and the fact that the title does 
not differ materially in appearance from those of other sections 
of The Marriage. 
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Blake’s reputation as a poet rests on a selection from not 
Poetical Sketches, Songs of Innocence and of Experience, ande of 
some of the lyrics in the Rossetti and Pickering manuscriake 
Even The Marriage of Heaven and Hell finds comparatively tely 
readers. Still fewer have attempted the symbolic books and 
most of these have rejected them as incomprehensible if not the 
works of a madman. How explain the fact that the greater 
number of Blake’s readers—genuine admirers of his genius 
though they be—do not even know the titles of many of his 
writings? Does the fault lie with them or with Blake? Is the 
gulf between the lyrics and the symbolic books impassable save 
by a few adventurers, and what rare flowers do they pluck 
from those terrific crags? 

Had Blake been only a metaphysical poet he might have 
been content with the synthesis of the contrary states which. he 
celebrated in The Marriage of Heaven and Hell, embodying his 
discovery in a series of lyrics such as the later “Everlasting 
- Gospel.” The mind of the metaphysician at rest, he might even 
have returned to perfect one or other of the experiments of 
the Poetical Sketches, forestalling the classicism of Landor, or 
setting free the romantic spirit imprisoned in the verse of 
Collins. The mysticism of the Songs of Innocence and of Experi- 
ence as apprehended by most of Blake’s readers without the 
light reflected from his later writings, might have been merely 
a passing phase, a picturesque mode of poetical expression. But 
Blake’s mysticism was an overwhelming personal experience, 
giving rise to an intense spiritual desire to which everything 
else must be sacrificed. The symbolic books are the wings with 
which he clove through his own darkness. In them he aimed at 
transcending the limits of the world of space and time by means 
of conceptions which should convey eternal truths. As an 
artist, despite his all-pervading mysticism, he received enthusi- 
astic recognition from his contemporaries—Romney and 
Lawrence, Fuseli and Flaxman—and from the group of 
younger artists headed by John Linnell. As a lyrical poet he 
was acclaimed by Lamb and Landor, by Wordsworth and 
Coleridge and Southey. But the writer of the symbolic books 
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tors alone from first to last. The tares of obscurity flourish in 
the llectual solitude. 
goopart from the blind instinct compelling him to seek salva- 
\. hon at any cost, what is Blake’s own account of his intentions? 
~ While writing the earlier symbolic books, he did not, it would 
seem, despair of contemporary sympathy, but later he was 
avowedly addressing the Young Men of the New Age. To them 
he appeals to “Go put off Holiness And put on Intellect,” for 
them he writes “‘allegory addressed to the Intellectual powers, 
while it is altogether hidden from the Corporeal Understand- 
ing.” He did not believe that God revealed himself to saintly 
fools, nor that He could be approached through reasoned 
argument by means of philosophical propositions. Eternal 
truths could be comprehended only by “Imagination height- 
ened to vision.” Born himself in the first year of the New Age, 
he hoped to found a school of mystics to whom his conceptions 
should be intelligible. But the young men were as apathetic as 
their predecessors. 

Blake’s failure may be explained in the terms of a conversa- 
tion between Wordsworth and Crabb Robinson. Wordsworth 
expressed the opinion that Coleridge’s talents were even greater 
than his genius, and that his excellence lay in the union of so 
much talent with so much genius. If Crabb Robinson’s dis- 
tinction be accepted, and it was doubtless derived from the 
most authentic German sources, that “genius is properly 
creation and production from within and talent is the faculty 
of appropriation from without and assimilation,” it may be 
said that Blake, though supreme in genius, is deficient in talent. 
Without the mediation of talent which facilitates contact with 
the minds of others, genius stands aloof, difficult of approach. 
Talent tides over the inevitable shallows where inspiration has 
failed, and Blake’s deficiency is accountable for the marked 
unevenness of his work both as poet and artist. Genius, self- 
absorbed, lacks the power of detached criticism supplied by 
talent; thus Blake is often strangely blind to the actual results 
achieved both by himself and others, because he creates 
mentally what he or they intended. His declaration “I must 


REVOLUTIONARY AND MYSTIC NR 


Create a System, or be enslav’d by another Man’s. I will not 
Reason & Compare: my business is to Create’ is indicative of 
this weakness, but it is also true that he was impelled to make 
his own myths by lack of suitable material in which to embody 
his ideas. Greek thought as he knew it, mainly, it may be 
assumed, through the writings of the Platonists, Henry More 
and Thomas Taylor, satisfied neither the rebel nor the artist. 
More, like Blake, was “Incola Coeli in Terra, an Inhabitant of 
Paradise and Heaven upon Earth—I sport with the Beasts of 
the Earth; the Lion licks my Hand like a Spaniel; and the 
Serpent sleéps upon my Lap, and stings me not, I play with the 
Fowls of Heaven; and the Birds of the Air sit singing on my 
Fist.” But he distrusted enthusiasm and ‘“Phansy” became 
“Presentifical,” he was satisfied with the God of the Timaeus, 
now the Father of Christ. Blake, whose irritability over what 
he failed to assimilate again marks his lack of talent, rejects 
the Greeks as exalting reason and belittling inspiration: “The 
Greek Muses are daughters of Mnemosyne or Memory, and 
not of Inspiration or Imagination.” “The Gods of Greece and 
Egypt were Mathematical Diagrams—Scee Plato’s Works.” 


Rome & Greece swept Art into their maw & destroy’d it; a Warlike 
State can neVer produce Art. It will Rob & Plunder & accumulate into 
one place, & Translate & Copy & Buy & sell & Criticise, but not Make. 
Grecian is Mathematic Form: Gothic is Living Form. Mathematic Form 
is Eternal in the Reasoning Memory: Living Form is Eternal Existence. 


A constant student of the Bible and, like his masters, Sweden- 
borg and Boehme, a firm believer in the symbolism of the Old 
Testament, Blake—unless indeed his Designs for the Book of Job 
be counted among the symbolic books—failed to find material 
in them adapted to the expression of his spiritual experiences 
and revolutionary ideas. The general notion of his mythical 
cosmogony is, on the other hand, plainly influenced by, 
although not directly derived from, Paradise Lost. 

Although Blake created his own myths and added symbols 
to those common to other mystics, he did not apart from these 
attempt to create or even select any special phraseology for the 
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expression of his mystical ideas. A bitter opponent of con- 
ventional Christianity he yet often adopts the religious langu- 
age of Bunyan and of the followers of Wesley and Whitefield 
both in his letters and in his symbolic books. The explanation 
of this is undoubtedly that they stood for faith as opposed to 
rationalistic questionings. Faith for Blake implied in itself some 
measure of insight, and therefore the language of evangelical 
fervour spelt symbolic truth. 

The form of the symbolic books is another stumbling block. 

The poet who had been so bold and felicitous in his prosodic 
innovations never entirely lost his lyrical gift, but for the earlier 
symbolic books he adopted the septenary, already used with 
an iambic basis in Thel and Tiriel, and with an anapaestic basis 
in The French Revolution. As the modulation of the septenary 
had been more lyrical in the Book of Thel, so it changes with 
the subject matter of the earlier symbolic books, becoming, for 
instance, more rich and varied in the Visions of the Daughters of 
Albion. 
~ In the other Lambeth books, Urizen, Los, Ahania, and part 
of The Song of Los, Blake substituted for the septenary a new 
triple-beat measure, but his treatment of it is even freer than 
his treatment of the longer metre, and it is only by taking the 
obstacles—long vowels and massed consonants—at a gallop 
that the reader can keep the rhythm clear. 

In the more poetic passages of Milton, where he returns to the 
septenary, some of which will be quoted in a later chapter, the 
tendency is still to maintain metrical regularity, but for the rest 
the process described in the preface to Jerusalem has already 


begun. 


When this verse [i.e., the septenary] was first dictated to me I consider’d 

a Monotonous Cadence, like that used by Milton & Shakspeare and all 
writers of English Blank Verse, derived from the modern bondage of 
yming, to be a necessary and indispensable part of Verse. But I soon 
found that in the mouth of a true Orator such monotony was not only 
awkward, but as much a bondage as rhyme itself. I therefore have produc’d 
a variety in every line, both of cadences & number of syllables. Every word 
and every letter is studied and put into its fit place; the terrific numbers are 
reserved for the terrific parts, the mild & gentle for the mild & gentle parts, 


REVOLUTIONARY AND MYSTIC $9 


and the prosaic for inferior parts; all are necessary to each other. Poetry 
Fetter’d fetters the Human Race. Nations are Destroy’d or Flourish in 
proportion as Their Poetry, Painting and Music are Destroy’d or Flourish! 
The Primeval State of Man was Wisdom, Art and Science. 


In Jerusalem, accordingly, all metrical basis disappears save in 
the occasional lyrics and on plate 77, where he breaks into 
blank verse, again showing a lack of facility in handling it. It 
must be left to those who claim Blake as the first vers-librist to 
save the poet as they may: others can still admire the fire and 
eloquence of the orator, as he now describes himself. 

Obscure mythology and inharmonious prosody bar the 
access to the symbolic books. At a first reading they will appear 
to most people—and many would never approach them but for 
their illuminated printing—a smouldering rubbish heap dimly 
lit by flickering flames of sense and beauty, but the heap will 
seem so large and the little flames so rare that most of them will 
pass it by. The few who read and re-read gradually acquire the 
conviction that there is no nonsense here, that Blake never 
wrote a word without a meaning perfectly definite to himself. 
This conviction may be strong enough to dispel the mist by 
which he had been surrounded, but the mist only drifts over 
from him to enwreathe his readers; and many obscurities still 
remain. The step which should have been the first has only just 
been taken. Ninety-cight years after Blake’s death Mr. Geoffrey 
Keynes has edited the first complete and reliable text of 
Blake’s writings. At least we now know what Blake himself 
wrote, freed from the tinkerings of subsequent poets and 
admirers. 

Another source of obscurity is that the symbolic books are 
largely spiritual autobiography demanding as gloss a detailed 
knowledge of Blake’s life. The reliable data are unfortunately 
rather meagre: the letters and prose writings, invaluable though 
they be, are unevenly distributed, and for several important 
years any such record is almost lacking. If, for instance, we 
knew only of Blake’s gratitude to Flaxman for his introduction 
to Hayley and nothing of the consequent friction between 
Blake and Hayley a part of Milton would be incomprehensible, 
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or an interpretation would have to be constructed without the 
essential facts and would certainly be false. Fresh knowledge 
about Blake’s life might therefore throw light on obscure 
passages in his writings, or even alter well established inter- 
pretations. The symbolism personal to himself, such as his use 
of places, cannot, without a knowledge of Blake’s particular 
associations, be the subject of more than plausible guesswork. 
Take, for example, the lines: 


The Corner of Broad Street weeps; Poland Street languishes; 
To Great Queen Street & Lincoln’s Inn all is distress & woe. 


The more general symbolism presents another difficulty: it 
is so fluid that any dictionary of Blake’s symbols must be used 
judiciously. Hence, although the best qualified critics may agree 
as to his main metaphysical doctrines there will remain large 
loopholes for difference of interpretation and difference of 
emphasis. Blake can be understood only in so far as his spirit 
enters into the reader, and every one will tend to believe in the 
efficacy of his own particular communion. 

Blake’s use of sex symbolism, in particular, will be stressed 
in its more literal sense or given a deeper meaning, ignored it 
cannot be, in accordance with the reader’s habit of mind. Blake 
may be readily pinned through the wings as a choice specimen 
in the Freudian museum; the adventures of the children in the 
Songs of Innocence and of Experience can be given endless patho- 
logical significance, and the Oedipus complex, far from need- 
ing patient unravelling, positively prances through his pages. 
The paucity of information about his relations to his father and 
mother is also an asset to readers of this school. But even those 
who are more interested in understanding the books than in 
attributing complexes to the writer will differ widely in their 
interpretation of particular passages: some will give a symbolic 
sexual significance to words or phrases which seems gratuitous 
to others, or will insist on an application to the problems of sex 
where other readers will perceive only a meaning on the level 
where, for Blake, sex does not exist. 


ns 
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Blake accepted Bochme’s doctrine that the Eternal Man is 
androgynous, and believed that sex belongs only to the divided 
world of time and space. 


Eternity shudder’d when they saw 
Man begetting his likeness 
On his own divided image. 


Humanity knows not of Sex. 


The Sexual is Threefold, the Human is Fourfold. 
Humanity is far above 
Sexual organization & the Visions of the Night of Beulah 
Where Sexes wander in dreams of bliss among the Emanations, 
Where the Masculine & Feminine are nurs’d into Youth & Maiden 
By the tears & smiles of Beulah’s Daughters till the time of Sleep is past. 


In the etching, which has been replaced in all but two copies 
of the Songs of Innocence and of Experience by the poem “To 
Tirzah,” Blake represents the regenerated, spiritual body as an 
androgynous figure borne upward by cherubs. 

“Sexual” is sometimes equivalent to emotional, and 
corresponds to the special attribute of Blake’s “threefold 
vision.” 

Now I a fourfold vision see, 

And a fourfold vision is given to me; 
Tis fourfold in my supreme delight 
And threefold in soft Beulah’s night 


And twofold Always. May God us keep 
From Single vision & Newton’s sleep! 


Single vision is purely material perception: in twofold vision 
an intellectual value is added, in threefold an emotional, and in 
fourfold a spiritual. But the earthly man can know eternity 
only through, through, be it noted, not with, the senses, and the 
fifth sense, touch, is identified by Blake with sex. The fairy 
hidden in the tulip of Rasselas whose streaks Johnson had 
declined to count and Reynolds had generalized away, the 
fairy who will only sing when a poet makes him tipsy with 
“a cup of sparkling poetic fancies,” sang this to Blake: 
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“Five windows light the cavern’d Man: thro’ one he breathes the air; 
Thro’ one hears music of the spheres; thro’ one the eternal vine 
“Flourishes, that he may receive the grapes; thro’ one can look 
“And see small portions of the Eternal World that ever groweth; 
“Thro’ one himself pass out what time he please; but he will not, 
“For stolen joys are sweet & bread eaten in secret pleasant.” 


So sang a Fairy, mocking, as he sat on a streak’d Tulip, 

Thinking none saw him: when he ceas’d I started from the trees 

And caught him in my hat, as boys knock down a butterfly. 

“How know you this,” said I, “Small Sir? where did you learn this song?’ 
Seeing himself in my possession, thus he answer’d me: 
“My Master, I am yours! command me, for I must obey.” 


“Then tell me, what is the material world, and is it dead?” 

He, laughing, answer’d: “I will write a book on leaves of flowers, 
“If you will feed me on love-thoughts & give me now & then 
“A cup of sparkling poetic fancies; so, when I am tipsie, 

“Tl sing to you to this soft lute, and show you all alive 

“The world, when every particle of dust breathes forth its joy.” 


I took him home in my warm bosom: as we went along 

Wild flowers I gather’d, & he shew’d me each eternal flower: 

He laugh’d aloud to see them whimper because they were pluck’d. 
They hover’d round me like a cloud of incense: when I came 

Into my parlour and sat down and took my pen to write, 

My Fairy sat upon the table & dictated Europe. 


The Fairy remembers how Raphael, an Angel, speaking to 
Adam “with contracted brow,” warned him against the fifth 
sense. But the Fairy knows better than the Angel: the fifth 
sense, if its pleasures be not the stolen and secret joys of lust, 
may, should man so will it, be the great portal of imagination, 
and while still a dweller in this world of division he may be- 
come most nearly the Eternal Man. 


The Imagination is not a State: it is the Human Existence itself. 
Affection or Love becomes a State when divided from Imagination. 


A perfect marriage had opened the window into the eternal 
world for Blake and he passed through. “‘And the strong 
pinion’d Eagle bore the fire of heaven in the night season.” In 
Milton there is an etching of a man and a woman lying on a 
shelf of rock secure above the sea of space and time; above 
them hovers the eagle of-inspiration, on whom the man’s eyes 
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are fixed. This etching and the fairy’s words give Blake’s 
account of the matter: his biographers complete the story. 
Tatham tells how “he was very much accustomed to get out of 
his bed in the night to write for hours, and return to bed for the 
rest of the night after having committed to paper pages and 
pages of his mysterious phantasies.” Gilchrist quotes a testi- 
mony to his need for his wife’s presence: 


“She would get up in the night, when he was under his very fierce in- 
spirations, which were as if they would tear him asunder, while he was 
yielding himself to the Muse, or whatever else it could be called, sketching 
and writing. And so terrible a task did this seem to be, that she had to sit 
motionless and silent; only to stay him mentally, without moving hand or 
foot; this for hours, and night after night.” 


Another visionary has said that “Desire is hidden identity.” 
Blake’s desire is a reaching out toward spiritual unity. “The 
voice of the Devil” had announced that: ? 


Energy is the only life, and is from the Body; and Reason is the bound or 
outward circumference of Energy... . 

Those who restrain desire, do so because theirs is weak enough to be 
restrained; and the restrainer or reason usurps its place & governs the 
unwilling. nae 

And being restrain’d, it by degrees becomes passive, till it is only the 
shadow of desire. 


Hence Blake’s hatred of repression which frustrates the 
“hidden identity.” In A Vision of the Last Judgment he has said: 


Men are admitted into Heaven not because they have curbed & govern’d 
their Passions or have No Passions, but because they have Cultivated their 
Understandings. The Treasures of Heaven are not Negations of Passion, 
but Realities of Intellect, from which all the Passions Emanate Uncurbed in 
their Eternal Glory. The Fool shall not enter into Heaven let him be ever 
so Holy. Holiness is not The Price of Enterance into heaven. Those who 
are cast out are All Those who, having no Passions of their own because No 
Intellect, Have spent their lives in Curbing & Governing other People’s 
by the Various arts of Poverty & Cruelty of all kinds. 


Blake believed that ‘it was possible to maintain a life of the 
spirit illuminated by these eternal truths, which appear dis- 
torted in the divided world of space and time. “What are 
called the vices in the natural world are the highest sublimities 

F 
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in the spiritual world.” But he recognized the limitations of 
that other earthly life which men must also lead while in the 
body: 


Many persons, such as Paine and Voltaire with some of the Ancient 
Greeks, say: “we will not converse concerning Good & Evil; we will live in 
Paradise and Liberty.” You may do so in Spirit, but not in the Mortal Body 
as you pretend, till after the Last Judgment; for in Paradise they have no 
Corporeal & Mortal Body—that originated with the Fall & was call’d 
Death & cannot be removed but by a Last Judgment. While we are in the 
World of Mortality we Must Suffer. The whole Creation Groans to be 
deliver’d; there will be as many Hypocrites born as Honest Men, & they 
will always have superior Power in Mortal Things. You cannot have Liberty 
in this World without what you call Moral Virtue, & you cannot have 
Moral Virtue without the Slavery of that half of the Human Race who hate 
what you call Moral Virtue. 


By temperament and conviction alike Blake was the enemy 
of asceticism; he wrote to George Cumberland: 


Now you will, I hope, show all the family of Antique Borers that Peace 
& Plenty & Domestic Happiness is the Source of Sublime Art, & prove to 
the Abstract Philosophers that Enjoyment & not Abstinence is the food of 
Intellect. : 


*. 
And again, in Jerusalem: 


And many of the Eternal Ones laughed after their Manner: 


“Have you known the Judgment that is arisen among the 
“Zoas of Albion, where a Man dare hardly to embrace 
“His own Wife for the terrors of Chastity that they call 
“By the name of Morality?” 


His own lack of austerity is shown amusingly by his pleasure 
in Mrs. Blake’s luck when, seeking her fortune in Bysshe’s Art 
of Poetry, she happened on an exuberant description of lovers’ 
joys by Aphra Behn. In spite of his audacious speeches and 
writings the only breath of scandal touching his life comes from 
a story, based, perhaps, on some wild saying of his own or 
reference to Mary Wollstonecraft’s passion for Fuseli, that he 
proposed to add a concubine to his household. If it be true its 
ending is significant: Mrs. Blake cried and he gave up the idea. 
Blake’s remark that spectators of his “Last Judgment” will not 
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believe that it was “Painted by a Madman, or by one in a State 

of Outrageous Manners” suggests that he resented this or some 

similar charge as much as he did that of madness. Mr. Crabb 

Robinson indeed confides to his diary, and he protects the 

innocence of his housemaid by confiding it in German, that on 

the occasion when Blake asserted that he had committed many _ 
murders he also advocated community of women. It will be 

remembered that Dr. Johnson often thought how he would 

clothe a seraglio. Blake’s day-dream was bolder and less 

personal. He dreamt, it would seem, of a time when the return 

of the Golden Age was very near, when human nature had so 

changed that selfhood, jealousy, and lust were banished from 

the earth. Meanwhile he fiercely condemned the repression of 
natural instincts and desires because he believed in their purity, 

and because “Thought is Act,” whereas repression leads to 

hypocrisy. False love that “drinks another as a sponge drinks 

water’ depends for its gratification upon the mechanical rules 

of religion and morality, asking with Bromion: 


And is there not one law for both the lion and the ox? 
And is there not eternal fire and eternal chains ‘ 
To bind the phantoms of existence from eternal life? 


But the only restraint on freedom must come from love 
itself, love inspired by imagination, and therefore pitiful and 
forgiving. 

I thought Love liv’d in the hot sun shine, 
But O’ he lives in the Moony light! 


I thought to find Love in the heat of day, 
But sweet Love is the Comforter of Night. 


Seek Love in the Pity of others’ Woe, 

In the gentle relief of another’s care, 

In the darkness of night & the winter’s snow, 
In the naked & outcast, Seek Love there! 


Blake’s accounts of his visions have led some critics to sup- 
pose that he suffered from hallucinations or even that he was a 
medium subject to supermundane control. He himself con- 
stantly explained that he saw “in imagination” or “here,” 
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tapping his forehead, and that he only possessed a power 


common to others if they chose to exercise it. Linnell com- 
ments that Varley, for whom Blake drew the famous visionary 
heads, believed in the actual presence of the “sitters’’ in a sense 
which was not shared by Blake himself. Blake says in A 
Descriptive Catalogue: 


The connoisseurs and artists who have made objections to Mr. B’s mode 
of representing spirits with real bodies, would do well to consider that the 
Venus, the Minerva, the Jupiter, the Apollo, which they admire in Greek 
statues are all of them representations of spiritual existences, of Gods im- 
mortal, to the mortal perishing organ of sight; and yet they are embodied 
and organized in solid marble. Mr. B. requires the same latitude, and all is 
well. The Prophets describe what they saw in Vision as real and existing 
men, whom they saw with their imaginative and immortal organs; the 
Apostles the same; the clearer the organ the more distinct the object. A 
Spirit and a Vision are not, as the modern philosophy supposes, a cloudy 
vapour, or a nothing: they are organized and minutely articulated beyond 
all that the mortal and perishing nature can produce. He who does not 
imagine in stronger and better lineaments, and in stronger and better light 
than his perishing and mortal eye can see, does not imagine at all. The 
painter of this work asserts that all his imaginations appear to him infinitely 
more perfect and more minutely organized than anything seen by his 
mortal eye. Spirits are organized men. 


There is only one instance recorded in which a vision 
assumed an outward form uncontrolled by imagination. 
Gilchrist states that, “When talking on the subject of ghosts, 
he was wont to say they did not appear much to imaginative 
men, but only to common minds, who did not see the finer 
spirits. A ghost was a thing seen by the gross bodily eye, a 
vision, by the mental. “Did you ever see a ghost?’ asked a 
friend. “Never but once,’ was the reply. And it befell thus. 
Standing one evening at his garden-door in Lambeth, and 
chancing to look up, he saw a horrible grim figure, ‘scaly, 
speckled, very awful,’ stalking downstairs towards him. More 
frightened than ever before or after, he took to his heels, and 
ran out of the house.” 

Does Blake’s own explanation meet the case, and did he 
merely cultivate or possess ordinary powers to an extraordinary 
degree? In the first place he clearly had, like all artists, the 
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power of visualizing what he had actually seen and of giving 
visual form to his ideas. Most people possess this power to 
some extent, the complete absence of it would be abnormal, 
and many can call up at will or on occasion a clear presentment 
of their friends and enemies, living or dead. This power is apt 
to be increased by any special emotion and even to escape the 
control of the imagination, so that they believe the person of 
whom they are thinking to be present in bodily form. Again, 
though this is less common, the imagination may be so stimu- 
lated by something actually seen that the percipient temporarily 
loses the power of discriminating between what he sees and 
what he imagines. The tree and lawn of a town garden are for 
him a wood and meadows until he returns to dispel the illusion. 
Blake, it would seem, except in that one instance, never con- 
fused spiritual vision with that of the “gross bodily eye.” 

At one of Mrs. Aders’ evening parties he described how “the 
other evening, taking a walk, I came to a meadow, and at the 
further corner of it I saw a fold of lambs. Coming nearer, the 
ground blushed with flowers; and the wattled cote and its 

woolly tenants were of an exquisite pastoral beauty. But I 
looked again, and it proved to be no living flock, but beautiful 
sculpture.” Artists will not need his explanation to the inquir- 
ing lady that he had seen the sculpture here, touching his fore- 
head; and many other people must have hung in the galleries 
of the mind pictures which are not mere direct visual mem- 
ories, but works of art, of things seen in a moment of imagina- 
tion, perhaps after the eye and brain have been stimulated by 
some picture or poem. Everyone must have shared the Blakes’ 
experience of seeing figures in the fire, and understand Blake’s 
saying to Richmond: “I can look at a knot in a piece of wood 
till I am frightened at it.” Further it should be noted that 
Blake’s visionary heads were drawn in the late evening, and 
that he often made visionary sketches at night. This suggests 
another perfectly normal experience—that of hypnagogic 
images, things seen on the verge of sleep. Some people may not 
see these images at all, or only when ill or tired: others welcome 
their coming as the customary herald of sleep. For some the 
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darkness fashions itself into heads or forms of no special 
significance, like those seen on a discoloured wall: for others 
they seem to convey a message from the unconscious mind—a 
scene, perhaps, which may even have a word, or part of a 
word, written across the sky. Others—and their experience 
more closely resembles Blake’s—are suddenly shown, as it 
were, pictures from a magic lantern, representing nothing they 
have actually seen—some exciting incident, figures as restless 
as Blake’s sitters, unknown peoples, Greeks, Romans, and 
others, going about their occupations, and beautiful strange 
flowers. Most people are apt to ignore or minimize all such 
occurrences, either from the fear of being thought abnormal, 
or because they do not regard them as of any practical import- 
ance. Yet carefully considered these normal experiences go far 
to support Blake’s contention that there was nothing unusual 
in the nature of his powers. But he exercised them in such a way 
as to become a freeman of both worlds without confusing his 
spiritual and earthly dwelling-places. Analogous experiences 
are described in The Candle of Vision, and the author also keeps 
his footing firmly in both worlds. A.E. is a believer in the 
“world memory,” and those who see hypnagogic images of 
the magic-lantern variety will be tempted to entertain this 
hypothesis. The following passage from A Descriptive Catalogue 
implies that Blake believed himself to possess this power: 


The two pictures of Nelson and Pitt are compositions of a mythological 
cast, similar to those Apotheoses of Persian, Hindoo, and Egyptian Antig- 
uity, which are still preserved on rude monuments, being copies from some 
stupendous originals now lost or perhaps buried till some happier age. The 
Artist having been taken in vision into the ancient republics, monarchies, 
and patriarchates of Asia has seen those wonderful originals, called in the 
Sacred Scriptures the Cherubim, which were sculptured and painted on 
walls of Temples, Towers, Cities, Palaces, and erected in the highly culti- 
vated States of Egypt, Moab, Edom, Aram, among the Rivers of Paradise, 
being originals from which the Greeks and Hetrurians copied Hercules 
Farnese, Venus of Medici, Apollo Belvidere, and all the grand works of 
ancient art. These were executed in a very superior style to those justly 
admired copies, being with their accompaniments terrific and grand in the 
highest degree. The Artist has endeavoured to emulate the grandeur of those 
seen in his vision, and to apply it to modern Heroes, on a smaller scale. . . . 

Those wonderful originals seen in my visions, were some of them one 
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hundred feet in height; some were painted as pictures, and some carved as 
basso relievos, and some as groupes of statues, all containing mythological 
and recondite meaning, where more is meant than meets the eye. 


Blake’s frequent references to his visions in company not 
capable of understanding him or them, naturally led to the 
state of affairs thus described by Gilchrist: “In society, people 
would disbelieve and exasperate him, would set upon the gentle 
yet fiery-hearted mystic, and stir him up into being extravag- 
ant, out of a mere spirit of opposition. Then he would say 
things on purpose to startle, and make people stare. In the 
excitement of conversation he would exaggerate his peculiar- 
ities of opinion and doctrine, would express a floating notion 
or fancy in an extreme way, without the explanation or qualifi- 
cation he was, in reality, well aware it needed; taking a secret 
pleasure in the surprise and opposition such views aroused.” 

It may be surmised that earnest persons like Mr. Crabb 
Robinson also had a provocative effect. Moreover, it is possible 
that Blake retained some of the characteristics of the fantasy life 
of a child who is easily stimulated to embroider his story by 
further imaginings. He says that he has seen a fairy. Ask if she 
was wearing a scarlet cap. “Of course,” he will reply, “‘and a 
green cloak with a big gold button.” 

Blake seems also to have had some power of imaginative 
hearing. As a boy he heard the chant of a phantom procession 
in Westminster Abbey: as a man he speaks of “the sound of 
harps which I hear before the Sun’s rising.” It may well be 
that he heard Homer and Moses, Dante and Milton, Jesus and 
Socrates talk with him in as true a sense as he saw their vision- 
ary forms. This, again, only implies the possession in a greater 
degree of a normal power. Some hear music when they read 
a score, others hear an absent voice reply to an unspoken 
question. It is interesting to note that Southey, a thoughtful 
though unsympathetic observer, arrived at this explanation 
after a long visit to Blake: ““Whoever has had what is some- 
times called the vapours, and seen faces and figures pass before 
his closed eyes when he is lying sleepless in bed, can very well 
understand how Blake saw what he painted. I am sure I can, 
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from this experience; and from like experience can tell how f 
sounds are heard which have had no existence but in the brain 
that produced them.” 

The notion that, so far as the symbolic books are concerned, 
Blake was an automatic writer, arose from ignorance of his 
manuscripts (now dispelled by Mr. Keynes’ edition of the 
Writings), from lack of perception that the lyrics were also the 
work of a mystic, and from his own phraseology. 

“T write,” Blake informed Crabb Robinson, with whom his 
relations are fully discussed in a later chapter, ““when com- 
manded by the spirits and the moment I have written I see the 
words fly abt the room in all directions. It is then published & 
the Spirits can read.” Again he told Butts that he had written 
“from immediate Dictation, twelve or sometimes twenty or 
thirty lines at a time, without Premeditation & even against my 
Will; the Time it has taken in writing was thus render’d Non 
Existent, & an immense Poem Exists which seems to be the 
Labour of a long Life, all produc’d without Labour or Study.” 

The hypothesis of automatic script is not only superfluous 
but is clearly disproved by correction during first drafts, as well 
as by later revision. Had Blake literally believed that he wrote 
every word by the/command of the spirits, correction would 
have been obviously a profanity. The preface to Jerusalem 
already quoted is a flat contradiction of the theory; so is his 
address in the First Book of Milton to the Daughters of Beulah, 
who dwell on the third plane, commanding emotional as well 
as intellectual and direct vision: 


Daughters of Beulah! Muses who inspire the Poet’s Song, 
* kh ca * 


Come into my hand, 
By your mild power descending down the Nerves of my right arm 
From out the Portals of my Brain, where by your ministry 
The Eternal Great Humanity Divine planted his Paradise, 
And in it caus’d the Spectres of the Dead to take sweet forms 
In likeness of himself. 


The spirits were only an emphatic variation on the popular 
invocation to the Muse marking the particularity and force of 
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the inspiration. Unlike his modest contemporary who wrote 
“Permit the muse to dictate; she means well’? Blake makes no 
apology, and his comment on the following passage in.Rey- 
nold’s seventh Discourse shows clearly what he meant by 
dictation. Reynolds wrote: “To understand literally these 
metaphors or ideas expressed in poetical language seems to be 
equally absurd as to conclude, that because painters sometimes 
represent poets writing from the dictates of a little winged boy 
or genius, that this same genius did really inform him in a 
whisper what he was to write; and that he is himself but a mere 
machine, unconscious of the operations of his own mind.” 
Blake annotates this with “How very Anxious Reynolds is to 
Disprove & Contemn Spiritual Perception!” 


The charge of madness has been brought against Blake both 
during his lifetime and since his death. He has himself said all 
that it is necessary to say in the first “Memorable Fancy,” 
where he describes his collection of the ‘Proverbs of Hell,” 
“as I was walking among the fires of hell, delighted with the 
enjoyments of Genius, which to Angels look like torment and 
insanity.” None of his intimate friends thought him: mad. 
Neither will any “devil” who has studied his works. A sym- 
pathetic reader of the letters must hear the very voice of the 
man. and feel his essential sanity in spite of eccentricities and 
whimsicalities. In a letter to Hayley he used the word madness 
of himself. “Dear Sir, excuse my enthusiasm or rather madness, 
for I am really drunk with intellectual vision whenever I take 
a pencil or graver into my hand, even as I used to be in my 
youth, ...” Only in this sense is the word “mad” permissible, 
but mystics and other strongly imaginative people may be 
justly described as unstable because they slip without warning 
from the world of time and space into the eternal world. And 
it would be well for those who are so eager to charge genius 
with madness to remember that they lay themselves open to 
the suspicion of being mentally defective. 


“Madman” I have been call’d: “Fool” they call thee. 
I wonder which they Envy, Thee or Me? 


CHAPTER. TV, 


LAMBETH 


I must Create a System or be enslav’d by another Man’s. 
I will not Reason & Compare: my business is to Create. 


A Bite is no record of Blake’s relations with his mother after 
childhood. She died in 1792, and the following year he 
left the neighbourhood of the old home, where she had been 
living with his brother James, for 13 Hercules Buildings, 
Lambeth, described by Tatham as “a pretty, clean house of 
eight or ten rooms.” In the strip of garden grew a vine with 
luxuriant leaves and tiny fruit. This vine, Blake’s favourite 
symbol, was never pruned. Is this fact in itself another symbol? 
Did he feel that his critics set too high a value onja little dish 
of ripe grapes? The vine veiled an arbour, the scene of an 
incident related by Gilchrist on the authority of Blake’s new 
friend and patron, Thomas Butts. 

“Mr. Butts calling one day found Mr. and Mrs. Blake sitting 
in this summer-house, freed from ‘those troublesome disguises’ 
which have prevailed since the Fall. ‘Come in!’ cried Blake; ‘it’s 
only Adam and Eve, you know!’ Husband and wife had been 
reciting passages from Paradise Lost, in character, and the 
garden of Hercules Buildings had to represent the Garden of 
Eden.” 

This story, although in itself of little or no importance, has 
been the subject of impassioned controversy. Swinburne blew 
a furious blast on the trumpet of Victorian propriety: 


Mr. Linnell, the truest friend of Blake’s age and genius, has assured me— 
and has expressed a wish that I should make public his assurance—that the 
legend of Blake and his wife, sitting as Adam and Eve in their garden, is 
simply a legend—to those who knew them, repulsive and absurd; based 
probably, if on any foundation at all, on some rough and rapid expression 
of Blake’s in the heat and flush of friendly talk, to the effect (it may be) that 
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such a thing, if one chose to do it, would be in itself innocent and righteous 
—wrong or strange only in the eyes of a world whose views and whose 
deeds were strange and wrong. So far Blake would probable have gone; 
and so far his commentators need not fear to go. But one thing does cer- 
tainly seem to me loathsome and condemnable; the imputation of such a 
charge as has been brought against Blake on this matter, without ground 
and without excuse. The oral flux of fools, being as it is a tertian or quotidian 
malady or ague of the tongue among their kind, may deserve pity or may 
not, but does assuredly demand rigid medical treatment. The words or 
thoughts of a fine thinker and a free speaker, falling rather upon than into 
the ear of a servile and supine fool, will probably in all times bring forth 
such fruit as this. By way of solace 'a compensation for the folly which he 
half perceives and half admits, the fool must be allowed his little jest and his 
little lie. Only when it passes into tradition and threatens to endure, is it 
worth while to set foot on it. 


Mr. Ellis portentously queries the details as though the 
precarious life of his Real Blake hung upon the answers. 


He [Gilchrist] hints much and tells little. He suggests that Blake and his 
wife were stark naked in public, and would even invite a friend to see them 
so together. But there are several things that he does not tell us. 

The first is whether he received this story as he gives it from Mr. Butts, 
or from people who “retailed it about town.” 

The second is that he does not say whether Butts walked up to the 
entrance of the summer-house uninvited and saw Mr. and Mrs. Blake before 
Blake spoke to him, though, from the usual nature of summer-houses, we 
are able to conjecture this, while Blake’s speech seems not to have been an 
invitation but merely made to cover the embarrassment shown by his 
indiscreet and intrusive friend. 

The third that we are not told is whether Blake and his wife had gone 
naked all down to that summer-house from their own door—it was at the 
end of the garden—or had disrobed there, a thing which it is clear that they 
had a perfect right to do. 

The fourth is that we are not told whether the couple were naked at all, 
a question which the title of this picture, Unto Adam and his Wife did the Lord 
make coats of skin, leaves at least open. 

The fifth is that, though this story was extensively retailed for years before 
Linnell knew Blake, and though when Linnell did know him he disbelieved 
it, we are not told whether Linnell’s disbelief was due to the very natural 
cause that he had asked Blake whether it was true, and that Blake had said, 
“Of course not.” 


This last query has been disposed of by Linnell’s own note 
showing that he thought Blake must have mentioned such an 
incident to him had it occurred. Samuel Palmer also dismissed 
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it as apocryphal on the ground that it was unlike Blake, whom, 
be it noted, he did not meet till 1824. 

Were the story true, says Mr. Ellis, the indiscretion of Butts 
_ is its worst feature. 


_ He remains the only person really disgraced by it. Gilchrist is but lightly 
smirched in comparison. After all, Blake and his wife were married. And 
there is still the question of the “coats of skin made by the Lord.” 


He is, however, inclined to reject it on the ground that Mrs. 
Blake’s polite messages to Butts in Blake’s letters to him do not 
show “the smallest trace of such familiarity as must necessarily 
have sprung from that scene in the summer-house at Hercules 
Buildings if there had been anything in it, such as Gilchrist 
implies, of the nature of a spicy secret.” | 

Nakedness will always seem an obvious and easy escape from 
convention, and Rousseau-manie had given it a certain vogue. 
Dr. Franklin, a votary of the cult, startled a servant bringing a 
letter by coming naked to meet her in the garden. Shelley’s 
friend, Mrs. Newton, allowed her children to run about the 
house without clothes, although she confined her personal 
observance of the rites to her own room. Thomas Holcroft 
believed that he could prolong his life by standing naked for 
an hour or so night and morning. Although the story is re- 
ported on the authority of Thomas Butts, Captain Butts 
declared that his grandfather emphatically denied it, and an 
unpublished letter of Samuel Palmer’s suggests that it may well 
have been a fabrication of Blake’s pupil, the recalcitrant Master 
Tommy. And even if it were true it would tell us nothing 
significant about William or Catherine Blake. 

The Lambeth period was that of Blake’s greatest worldly 
prosperity. Mrs. Blake even tried the experiment of keeping a 
servant, but afterwards preferred to do the housework herself 
in addition to helping her husband print his books; sometimes 
she also helped to colour them. To these years belongs the story 
of a burglary when sixty pounds’ worth of plate and forty 
pounds’ worth of clothes were stolen. Charity was possible on 
no mean scale. The Blakes noticed that a young man of delicate 
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appearance passed their house daily carrying a portfolio. They 
made his acquaintance, and during the long illness which pre- 
ceded his death visited him daily, supplying money, wine, and 
other necessaries. The gift to a free-thinker already noticed 
belongs to this period. 

It is said that Blake had at this time pupils of high rank who 
found their master so delightful that, the lesson ended, they 
often persuaded him to spend the rest of the day in their com- 
pany, but that after the misguided endeavour of friends to 
secure for him the post of drawing-master to the royal family 
he gave up teaching as incompatible with his other work. The 
story of George the Third’s only criticism when some of 
Blake’s drawing were shown to him, “‘take them away! take 
them away!” bears no date. 

In 1793 Blake issued a Prospectus, To the Public, dated roth 
October. It opens with the statement that “the Labours of the 
Artist, the Poet, the Musician, have been proverbially attended 
by poverty and obscurity; this was never the fault of the 
Public, but was owing to a neglect of means to propagate such 
works as wholly absorbed the Man of Genius. Even Milton 
and Shakespeare could not publish their own works.” Blake 
goes on to explain with a cheerful truculence that he has 
invented a process by which these difficulties are obviated, and 
that he has been able to “bring before the Public works (he is 
not afraid to say) of equal magnitude and consequence with 
the productions of any age or country.” Then follows a list 
containing eight illuminated books and two Historical En- 
gravings, “Job” and “Edward and Elinor.” The Prospectus ends 
with the following intimation: “No Subscriptions for the 
numerous great Works now in hand are asked, for none are 
wanted; but the Author will produce his works, and offer them 
to sale at a fair price.” The prices of the books vary from 
10s. 6d. to 3s. The most expensive item is the engraving of 
Job—‘What is Man that thou should try him every Moment” 
(Job vii, 17 and 18), priced at 12s. It is of special interest as the 
first presentation of a story which was to be the subject of 
Blake’s greatest series of engravings. The most beautiful figure 
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is that of Job’s wife, whose face and attitude are expressive of 
deep emotion. The companion print, Ezekiel, “I take away 
from thee the desire of thine eyes” (Ezekiel xxiv, 16), which 
was published later in the same month, is as a whole, even 
more impressive. The engraving of “The Accusers of Theft, 
Adultery, Murder” had been published in the preceding June, 
but does not appear in the list. One state of this print is in- 
scribed with a quotation from the “Prologue intended for a 
Dramatic Piece of King Edward the Fourth” in Blake’s 
Poetical Sketches: 
7 Cx ad When the senses 
Are shaken and the soul is driven to madness. 


Congenial work was obtainable with less difficulty than 
during his latter years. In 1794 his old friend, Flaxman, came 
back to London after seven years in Italy. Gilchrist states that 
Blake engraved the plates for Flaxman’s Odyssey (1793) as the 
original plates by Piroli had been lost, though his name 
remains on the title-page, but there appears to be no evidence 
for this assertion. Blake designed, but did not himself engrave, 
a frontispiece and two vignettes for a translation of Biirger’s 
Lecnora, published in 1796. 

In 1794 Blake printed a Small Book of Designs consisting of 
twenty-three relief etchings from his Illuminated Books, 
coloured with opaque pigment. About the same time he also 
issued a Large Book of Designs, among which are coloured 
prints of his early “Joseph of Arimathea” and of an enlarged 
version of “Glad Day.” The only complete copies of these 
books known to exist are in the Print Room at the British 
Museum, but in each case plates apparently belonging to a 
second copy have survived. Both books were probably printed 
in the first instance for Blake’s friend and admirer Ozias 
Humphrey, the well-known miniature painter. If this be so, 
Blake refers to them in his letter to Dawson Turner of oth 
June 1818 as “a selection from the different Books of such as 
could be Printed without the Writing, tho’ to the Loss of 
some of the best things. For they, when Printed perfect, 
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accompany Poetical Personifications & Acts, without which 
Poems they never could have been Executed.” 

Blake’s colour-printed drawings rank among his finest and 
most characteristic work, exhibiting an energy of inspiration 
akin to that of The Marriage of Heaven and Hell. Most of them 
were produced at Lambeth, many of them during the year 
1795. The method is described by Mr. Laurence Binyon in his 
Drawings and Engravings of William Blake: 


The method was to make the design roughly and swiftly on mill-board 
in distemper (not oil-colours) and while it was wet take an impression from 
it on paper. The blotted ground-work of this impression was coloured up 
by hand. The design could be revived on the mill-board when another 


impression was wanted. 


This magnificent series included “Satan exulting over Eve,” 
“Elijah in the Chariot of Fire,’ “Newton,” “Nebuchadnez- 
zat,” ““The House of Death” (the “Lazar-House” of Milton), 
“Hecate,” “Pity” from Macbeth, and “The Elohim Creating 
Adam.” 

His work had now become a subject of interest and con- 
troversy among his fellow artists. Farington notes on 19th 
February 1796 that “West, Cosway, and Humphrey spoke 
warmly of the designs of [William] Blake the Engraver, as 
works of extraordinary genius and imagination. Smirke 
differed in opinion, from what he had seen, so do I.” 

From Farington we hear of Blake’s engagement as illustrator 
of Young’s Night Thoughts: 


June 24th (1796). Fuseli called on me last night and sat till 12 o’clock. He 
mentioned [William] Blake, the Engraver, whose genius and invention 
have been much spoken of. Fuseli has known him several years and thinks 
he has a good deal of invention, but that “fancy is the end and not a means 
in his designs.” He does not employ it to give novelty and decoration to 
regular conceptions but the whole of his aim is to produce singular shapes 
and odd combinations. 

Blake has undertaken to make designs to encircle the letter press of each 
page of “Youngs Night Thoughts.” Edwards, the Bookseller, of Bond 
Street, employs him, and has had the letter press of each page laid down on 
a large half sheet of paper. There are about 900 pages. Blake asked 100 
guineas for the whole. Edwards said that he could not afford to give more 
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than 20 guineas for which Blake agreed. Fuseli understands that Edwards 
proposes to select about 200 from the whole and to have that number 
engraved as decorations for a new edition. 


Farington’s entry on 11th January 1797 must also refer to 
the Night Thoughts: | 


Blake’s eccentric designs were mentioned. Stothard (R.A.) supported 
his claims to genius, but allowed he had been misled to extravagances in his 
art, and He knew by whom. Hoppner (R.A.) ridiculed the absurdity of his 
designs, and said “Nothing would be more easy than to produce such. 
They were like the conceits of a drunken fellow or madman.” Represent a 
Man sitting on the Moon, and (drowning) the sun out, “that would be a 
whim of as much merit.” Stothard was angry, mistaking the laughter caused 
by Hoppner’s description. 


The introductory note to these illustrations was probably 
written by Edwards. The first part only of the edition was 
published, appearing in the autumn of 1797. It contained plates 
engraved, by Blake from 43 out of his 537 designs. The copy, 
which belonged to Thomas Butts, was richly coloured by 
Blake himself: the colouring of several others is feeble and 
probably the work of Mrs. Blake. The muse who dictated the 
Night Thoughts was a daughter of the eighteenth century, but 
Dr. Edward Young, at the age of seventy-six, caught strange 
premonitory glimpses of the Daughters of Inspiration, recorded 
in his Conjectures on Original Composition. If, as is likely enough, 
Blake read this little treatise, his heart must have warmed 
toward the author while at work on his illustrations. 

The first record of Blake’s acquaintance with George Cum- 
berland, a cousin of the dramatist, is a letter of 6th December 
1795, but they had probably ‘met some years previously. The 
friendship lasted till the end of Blake’s life; one of his letters, 
written in 1827, is to Cumberland, whose home was at Bristol, 
and Cumberland’s little message card or bookplate was his 
last engraving. Blake gave him some instruction in engraving 
and assistance in his Thoughts on Outline, published in 1796. 
This work exalts “the inestimable value of chaste outline” and 
explains its importance in ancient art: of the 24 designs of 
classical subjects drawn by Cumberland 8 were engraved by 
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Blake. He acknowledged Cumberland’s gift of the book with 
the exhortation: 


Go on. Go on. Such works as yours, Nature & Providence, the Eternal 
Parents, demand from their children: how few produce them in such per- 
fection: how Nature smiles on them: how. Providence rewards them. How 
all your Brethren say, “The sound of his harp & his flute heard from his 
secret forest chears us to the labours of life, & we plow & reap forgetting 
our labour.” 


Cumberland was concerned in the movement for founding 
the National Gallery, and Blake, who had not yet suffered his 
reaction against Greek art, partly from his rejection of Greek 
philosophy and partly on account of its supposed subservience 
to mechanical canons, was enthusiastic about the project: 


I have to congratulate you on your plan for a National Gallery being 
put into Execution. All your wishes shall in due time be fulfilled; the 
immense flood of Grecian light & glory which is coming on Europe will 
more than realize our warmest wishes. Your honours will be unbounded 
when your plan shall be carried into Execution as it must be if England 
continues a Nation. I hear that it is now in the hands of Ministers, that the 
King shows it great Countenance & Encouragement, that it will soon be 
before Parliament, & that it must be extended & enlarged to take in Originals 
both of Painting & Sculpture by considering every valuable original that is 
brought into England or can be Purchased Abroad as its objects of Acquisi- 
tion. Such is the Plan as I am told & such must be the plan if England wishes 
to continue at all worth notice; as you have yourself observ’d only now, we 
must possess Originals as well as France, or be Nothing. 


After the completion of the designs for Young’s Night 
Thoughts Cumberland introduced Blake as a possible illustrator 
to the Rev. John Trusler, author of Hogarth Moralized and The 
Way to be Rich and Respectable and many other works, but, as 
these titles suggest, the association was not a fruitful one. 


I find more & more [writes Blake] that my Style of Designing is a Species 
by itself, & in this which I send you have been compell’d by my Genius or 
Angel to follow where he led; if I were to act otherwise it would not fulfil 
the purpose for which alone I live, which is, in conjunction with such men 
as my friend Cumberland, to renew the lost art of the Greeks. 

I attempted every morning for a fortnight together to follow your 
Dictate, but when I found my attempts were in vain, resolved to show an 
independence which I know will please an Author better than slavishly 
following the track of another, however admirable that track may be. At 
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any rate, my Excuse must be: I could not do otherwise; it was out of my 
power! ; f 

I know I begged of you to give me your Ideas, & promised to build on 
them; here I counted without my host. I now find my mistake! . . . But I 
hope that none of my Designs will be destitute of Infinite Particulars which 
will present themselves to the Contemplator. And tho’ I call them Mine, 
I know that they are not Mine, being of the same opinion with Milton when 
he says That the Muse visits his slumbers & awakes & governs his song when 
Morn purples the East, & being also in the predicament of that Prophet 
a vit “T cannot go beyond the command of the Lord, to speak good 
or bad. ; 


But Dr. Trusler was not pleased: he wanted straightforward 
illustrations which should be immediately intelligible to him- 
.self and his readers. Blake replies to his objections: 


I really am sorry that you are fall’n out with the Spiritual World, Especi- 
ally if I should have to answer for it. I feel very sorry that your Ideas & 
Mine on Moral Painting differ so much as to have made you angry with my 
method of study. If I am wrong, I am wrong in good company. I had 
hoped your plan comprehended All Species of this Art, & Especially that 
you would not regret that Species which gives Existence to Every other, 
namely, Visions of Eternity. You say that I want somebody to Elucidate my 
Ideas. But you ought to know that What is Grand is necessarily obscure to 
Weak men. That which can be made Explicit to the Idiot is not worth my 
care. The wisest of the Ancients consider’d what is not too Explicit as the 
fittest for Instruction, because it rouzes the faculties to act. I name Moses, 
Solomon, Esop, Homer, Plato. 

But as you have favor’d me with your remarks on my Design, permit me 
in return to defend it against a mistaken one, which is, That I have supposed 
Malevolence without a Cause. Is not Merit in one a Cause of Envy in an- 
other, & Serenity & Happiness & Beauty a Cause of Malevolence? But Want 
of Money & the Distress of a Thief can never be alledged as the Cause of his 
Thieving, for many honest people endure greater hardships with Fortitude. 
We must therefore seek the Cause elsewhere than in want of Money, for 
that is the Miser’s passion, not the Thief’s. 

I have therefore proved your Reasoning Ill proportion’d, which you can 
never prove my figures to be; they are those of Michael Angelo, Rafael & 
the Antique, & of the best living Models. I perceive that your Eye is per- 
verted by Caricature Prints, which ought not to abound so much as they do. 
Fun I love, but too much Fun is of all things most loathsom. Mirth is better 
than Fun, & Happiness is better than Mirth. I feel that a Man may be happy 
in This World. And I know that This World is a World of Imagination & 
Vision. I see Everything I paint In This World, but Every body does not 
see alike. To the Eyes of a Miser a Guinea is far more beautiful than the Sun, 
& a bag worn with the use of Money has more beautiful proportions than 
a Vine filled with Grapes. The tree which moves some to tears of joy is in 
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the Eyes of others only a Green thing which stands in the way. Some see 
Nature all Ridicule & Deformity, & by these I shall not regulate my pro- 
portions; & some scarce see Nature at all. But to the Eyes of the Man of 
Imagination, Nature is Imagination itself. As a man is, so he sees. As the 
Eye is formed, such are its Powers. You certainly Mistake, when you say 
that the Visions of Fancy are not to be found in This World. To Me This 
World is all One'continued Vision of Fancy or Imagination, & I feel Flatter’d 
when I am told so. What is it sets Homer, Virgil & Milton in so high a rank 
of Art? Why is the Bible more Entertaining & Instructive than any other 
book? Is it not because they are addressed to the Imagination, which is 
Spiritual Sensation, & but mediately to the Understanding or Reason? 
Such is True Painting, and such was alone valued by the Greeks & the best 
modern Artists. Consider what Lord Bacon says: “Sense sends over to 
Imagination before Reason have judged, & Reason sends over to Imagina-~ 
tion before the Decree can be acted.” See Advancement of Learning, part 2, 
p. 47 of first Edition. 

But I am happy to find a Great Majority of Fellow Mortals who can 
Elucidate My Visions, & Particularly they have been Elucidated by Child- 
ren, who have taken a greater delight in contemplating my Pictures than I 
even hoped. Neither Youth nor Childhood is Folly or Incapacity. Some 
Children are Fools & so are some Old Men. But There is a vast Majority on 
the side of Imagination or Spiritual Sensation. 


The letter from which this quotation is taken, an illuminating 
document to students of Blake, was no less perplexing to the 
worthy doctor than the design referred to. He endorsed it 
“Blake, dim’d with Superstition.” 

Blake’s comments in thanking Cumberland for the recom- 
mendation to Trusler, despite its failure, close the incident. 


I have made him a Drawing in my best manner; he has sent it back with 
a Letter full of Criticisms, in which he says It accords not with his Intentions, 
which are to Reject all Fancy from his Work. How far he Expects to please, 
I cannot tell. But as I cannot paint Dirty rags & old shoes when I ought to 
place Naked Beauty or simple ornament, I despair of Ever pleasing one Class 
of Men. Unfortunately our authors of books are among this Class; how 
soon we shall have a change for the better I cannot Prophecy. Dr. Trusler 
says: “Your Fancy, from what I have seen of it, & I have seen variety at 
Mr. Cumberland’s, seems to be in the other world, or the World of Spirits, 
which accords not with my Intentions, which, whilst living in This World, 
Wish to follow the Nature of it.” I could not help smiling at the difference 
between the doctrines of Dr. Trusler & those of Christ. But, however, for his 
own sake I am sorry that a Man should be so enamour’d of Rowlandson’s 
caricatures as to call them copies from life & manners, or Fit things for a 
Clergyman to write upon. 
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The cold reception of the Night Thoughts served as a check 
on Blake’s employment as illustrator and engraver, but he 
fortunately became acquainted with an enthusiastic and self- 
effacing patron who allowed him to follow his own bent. 
In the letter to Cumberland about the Trusler affair Blake 
continues: 


As to Myself, about whom you are so kindly Interested, I live by Miracle. 
Tam Painting small Pictures from the Bible. For as to Engraving, in which 
art I cannot reproach myself with any neglect, yet I am laid by in a corner 
as if I did not Exist, & since my Young’s Night Thoughts have been pub- 
lish’d, Even Johnson & Fuseli have discarded my Graver. But as I know that 
he who Works & has his health cannot starve, I laugh at Fortune & Go on 
& on. [think I foresee better Things than I have ever seen. My Work pleases 
my employer, and I have an order for Fifty small pictures at one Guinea 
each, which is something better than mere copying after another artist. But 
above all, I feel happy & contented let what will come; having passed now 
near twenty years in ups & downs, I am used to them, & perhaps a little 
practise in them may turn out to benefit. It is now Exactly Twenty years 
since I was upon the ocean of business, &, tho’ [I] laugh at Fortune, I am 
perswaded that She Alone is the Governor of Worldly Riches, & when it is 
Fit she will call upon me; till then I wait with Patience, in hopes that She 
is busied among my Friends. 


The “employer” referred to was Thomas Butts, Muster 
Master General, who filled his house in Fitzroy Square with 
Blake’s work: for many years he was a constant purchaser, 
sometimes taking a drawing a week. In posterity’s debt to him 
must be reckoned not only the large number of Blake’s 
paintings and drawings which might not have existed without 
his discerning encouragement, but letters from Blake to him, 
invaluable as autobiography. A letter of his, quoted in a later 
chapter, shows the kindly, jovial nature of the man. He came 
ofa distinguished family, one of his ancestors being Sir William 
Butts, physician to Henry VII and a patron of Holbein. Blake 
was engaged at a salary of twenty-six pounds per annum to 
teach drawing to Thomas Butts, junior, but there is a family 
tradition that the father profited more than the son from these 
lessons. Some relics of them still survive, a copper plate with a 
classical figure playing a harp, the fragment of another plate, 
and two sheets of drawings copied by Tommy from Blake’s 
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originals. In the centre of one of these is a grasshopper, pro- 
bably the same which later captivated the children of John 
Linnell. A charming needlework picture of two rabbits by 
Mrs. Butts suggests that she too may have benefited by Blake’s 
designs. There was a close friendship between the two families, 
and frequent visits were exchanged. The youthful Tommy 
records, in a pocket diary of 13th May 1800, that “Mr. and 
Mrs. Blake and Mr. T. Jones drank tea with Mama.” And 
again on 13th September “‘Mr. Blake breakfasted with Mama.” 
On 14th August 1809 he writes to his mother: “This morning 
I breakfasted with George before I went to South Molton 
Street; you wished me to do so while you and my Father are 
out of Town. Mr. and Mrs. Blake are very well, they say I am 
browner and taller;—they intend shortly to pay the promised 
visit at Epsom.” 

Blake’s friendship with the elder Butts lasted till the end of 
his life: he mentions a call from Butts in 1827. Thomas Butts, 
junior, does not appear to have appreciated either Blake or his 
works: he parted with a large number of these after his father’s 
death, including the original “Inventions to the Book of Job,” 
leaving the remainder to his son, Captain Butts, and his 
daughter, Mrs. Graham Foster Piggott. Mrs. Piggott stored 
her share in a loft, where it is supposed that they were devoured 
by rats. Captain Butts, on the other hand, appreciated Blake’s 
work as his grandfather had done: he only sold two or three 
examples during his lifetime, but his widow was obliged to 
part with the collection in 1903. 

While living at Lambeth Blake amused himself by illustrat- 
ing Gray’s Poems. The book was presented by him to Mrs. 
Flaxman with a dedicatory verse implying his gratitude for her 
husband’s kind offices with Hayley which resulted in the move 
to Felpham. He had shown himself a reader of Gray as early 
as 1785, when he exhibited at the Royal Academy “The Bard, 
from Gray,” of which he wrote later in the Descriptive Cata- 
logue. And his “Fly,” in the Songs of Experience, is reminiscent 
of Gray’s “Poor Moralist! and what art thou? A solitary fly.” 
These drawings show that Blake was attracted by Gray’s 
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imagery and humour. Many of them are roughly executed 
and seem grotesque accompaniments to the polished verse. 
Those illustrating “A Long Story” and the “Ode on the Death 
of a Favourite Cat” are, as a whole, the most successful, and are 
more humorous than any of Blake’s other work: the alter-_ 
nations of his sympathy between the cat and the fish, or their 
“spiritual forms,” are entertaining and characteristic. Such were 
the occupations of the artist during the Lambeth years, years 
which were fruitful also for the poet and the mystic. 


Visions of the Daughters of Albion (1793) is the first of the 
minor symbolic books, usually described as the Lambeth 
Books, although it may have been engraved before Blake left 
Poland Street. 

Thel had personified the human soul gazing fearfully 
through the door of imagination upon the World of Genera- 
tion, the Visions are concerned with her struggles when she 
has entered that world. Oothoon, instinct in its natural purity, 
is torn between Bromion, conventional religion, and morality, 
and Theotormon, desire restrained by reason and clouded by 
jealousy. Oothoon, although she has been prostituted by 
Bromion, implores Theotormon to believe that she is still 
innocent and pure. 


“Silent I hover all the night, and all day could be silent 

If Theotormon once would turn his loved eyes upon me. 

How can I be defil’d when I reflect thy image pure? 

Sweetest the fruit that the worm feeds on, & the soul prey’d on by woe, 
The new-wash’d Lamb ting’d with the village smoke, & the bright swan 
By the red earth of our immortal river. I bathe my wings, 

And I am white and pure to hover round Theotormon’s breast.” 


Then Theotormon broke his silence, and he answer’d:-— 


“Tell me what is the night or day to one o’erflowed with woe? 

Tell me what is a thought, & of what substance is it made? 

Tell me what is a joy, & in what gardens do joys grow? 

And in what rivers swim the sorrows? And upon what mountains 
Wave shadows of discontent? And in what houses dwell the wretched, 
Drunken with woe: forgotten, and shut up from cold despair? 
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“Tell me where dwell the thoughts, forgotten till thou call them forth? 
Tell me where dwell the joys of old? & where the ancient loves, 

And when will they renew again, & the night of oblivion past, 

That I might traverse times and spaces far remote, and bring 
Comforts into a present sorrow and a night of pain? 

Where goest thou, O thought? to what remote land is thy flight? 

If thou returnest to the present moment of affliction 

Wilt thou bring comforts on thy wings, and dews and honey and balm, 
Or poison from the desart wilds, from the eyes of the envier?” 


She perceives that Urizen, the restrainer, Blake’s God of 
reason, who appears for the first time in this poem, is the author 
of Bromion’s “‘one law for both the lion and the ox.” 


“O Urizen! Creator of men! mistaken Demon of heaven! 
Thy joys are tears, thy labour vain to form men to thine image. 
How can one joy absorb another? are not different joys 
Holy, eternal, infinite? and each joy is a Love. 

* * x * 


“Father of Jealousy, be thou accursed from the earth! 

Why hast thou taught my Theotormon this accursed thing? 

Till beauty fades from off my shoulders, darken’d and cast out, 

A solitary shadow wailing on the margin of nonentity. 

I cry: Love! Love! Love! happy happy Love! Free as the mountain wind! 

Can that be Love that drinks another as a sponge drinks water, 

That clouds with jealousy his nights, with weepings all the day, 

To spin a web of age around him, grey and hoary, dark, 

Till his eyes sicken at the fruit that hangs before his sight? 

Such is selflove that envies all, a creeping skeleton 

With lamplike eyes watching around the frozen marriage bed! 
* * * * 


“Does the sun walk in glorious raiment on the secret floor 

Where the cold miser spreads his gold; or does the bright cloud drop 
On his stone threshold? Does his eye behold the beam that brings 
Expansion to the eye of pity? or will he bind himself 

Beside the ox to thy hard furrow? Does not that mild beam blot 
The bat, the owl, the glowing tyger, and the king of night? 

The sea-fowl takes the wintry blast for a cov’ring to her limbs, 
And the wild snake the pestilence to adorn him with gems & gold; 
And trees & birds & beasts & men behold their eternal joy. 

Arise, you little glancing wings, and sing your infant joy! 

Arise, and drink your bliss, for everything that lives is holy!” 


Thus every morning wails Oothoon; but Theotormon sits 
Upon the margin’d ocean conversing with shadows dire. 
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Blake's belief in the innocence of instinct and his passionate 
denunciation of the evils of repression in this poem have 
scandalized the “angels.” As in some of his drawings for Vala 
he has used sex symbolism in such a way that they were partly 
obliterated while in Linnell’s possession, so here his words are 
audaciously innocent. The poem presents a twofold drama, 
that of the human soul in the world of experience and that of 
the mythological personages who exhibit her adventures. 
Critics vary in their emphasis on one or the other element. It 
must rest with the taste and judgement, and with the sense of 
humour of the reader to determine whether the “girls of mild 
silver, or of furious gold,” whom Oothoon proposes to catch 
and trap, symbolize joys and instincts which should not be 
mutually exclusive, or whether Blake is advocating that a 
woman should generously supply her lover with a blonde and 
a brunette, and recline cheerfully on a bank watching the 
results. Yet Blake unmistakably refers to the social problem for 
which Mary Wollstonecraft was seeking a solution both 
personally and in her courageous book, when he writes of the 
tragedy of enforced chastity, and the misery of loveless 
marriage: 

Till she who burns with youth, and knows no fixed lot, is bound - 
In spells of law to one she loathes? And must she drag the chain 
Of life in weary lust? Must chilling, murderous thoughts obscure 
To clear heaven of her eternal spring; to bear the wintry rage 
Of a harsh terror, driv’n to madness, bound to hold a rod 


Over her shrinking shoulders all the day, & all the night 
To turn the wheel of false desire. . . . 


This poem, as a whole, is the most powerful and moving of 
the symbolic books, and it is not obscure if the main symbolism 
be once grasped. Oothoon exhibits the twofold tragedy of the 
spiritual conflict of the soul, and of the woman—or of the 
man—who comes in conflict with the social laws which do 
not recognize that “One law for the Lion & Ox is Oppression.” 
The answer to her questionings and lamentations is to be found 
in the words from the Vision of the Last Judgment already 
quoted: in this world only spiritual freedom is possible. The 
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individual, Milton or “William Bond,” for whom some 
may read William Blake, must work out his own problems 
with the aid of love inspired by imagination. 


Unorganiz’d Innocence: An Impossibility. 
Innocence dwells with Wisdom, but never with Ignorance. 


America (1793), the first book with “Lambeth” on the title- 
page, is in subject the third of the series in which Los, who is 
both Time and the Poetic Spirit, plays upon his four harps, the 
four continents. The Preludium tells in allegory how the spirit 
of Man must be freed by revolt. Orc, the terrible adolescent, 
breaks his chains and embraces nature, the Virgin, the Shadowy 
Daughter of Urthona, dumb and unfruitful till dominated by 
him. Then: 


... she put aside her clouds & smil’d her first-born smile, 
As when a black cloud shews its lightnings to the silent deep, 


And. spoke: 


I know thee, I have found thee, & I will not let thee go: 
Thou art the image of God who dwells in darkness of Africa, 
And thou art fall’n to give me life in regions of dark death. 

* * * * 
O what limb rending pains I feel! thy fire and my frost 
Mingle in howling pains, in furrows by thy lightnings rent. 
This is Eternal Death, and this the torment long foretold! 


Then follows “A Prophecy,” or symbolic poem, describing 
the American Revolution. Washington, supported by Franklin 
Paine, and the others, protests against the tyranny of England: 
the spirit of Revolt is born: 


And in the red clouds rose a Wonder o’er the Atlantic sea, 
Intense! naked! a Human fire, fierce glouring, as the wedge 

Of iron heated in the furnace: his terrible limbs were fire 

With myriads of cloudy terrors, banners dark & towers 
Surrounded: heat but not light went thro’ the murky atmosphere. 


Orc proclaims the resurrection of Man’s saviour, liberty: 


“The morning comes, the night decays, the watchmen leave their stations; 
The grave is burst, the spices shed, the linen wrapped up; 
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The bones of death, the cov’ring clay, the sinews shrunk & dry’d 
Reviving shake, inspiring move, breathing, awakening, 

Spring like redeem’d captives when their bonds & bars are burst. 

Let the slave grinding at the mill run out into the field, 

Let him look up into the heavens & laugh in the bright air; 

Let the inchained soul, shut up in darkness and in sighing, 

Whose face has never seen a smile in thirty weary years, 

Rise and look out; his chains are loose, his dungeon doors are open; 
And let his wife and children return from the oppressor’s scourge. 
They look behind at every step & believe it is a dream, 

Singing: “The Sun has left his blackness & has found a fresher morning, 
And the fair Moon rejoices in the clear & cloudless night; 
For Empire is no more, and now the Lion & Wolf shall cease.’ 


” 


The Angel of Albion challenges him thus: 


“Blasphemous Demon, Antichrist, hater of Dignities, 

Lover of wild rebellion, and transgressor of God’s Law, 

Why dost thou come to Angel’s eyes in this terrific form?” 

The Terror answer’d: “I am Orc, wreath’d round the accursed tree: 
The times are ended; shadows pass, the morning ’gins to break; 
The fiery joy, that Urizen perverted to ten commands, 

What night he led the starry hosts thro’ the wide wilderness, 

That stony law I stamp to dust; and scatter religion abroad 

To the four winds as a torn book, & none shall gather the leaves; 
But they shall rot on desart sands, & consume in bottomless deeps, 
To make the desarts blossom, & the deeps shrink to their fountains, 
And to renew the fiery joy, and burst the stony roof; 

That pale religious lechery, seeking Virginity, 

May find it in a harlot, and in coarse-clad honesty 

The undefil’d, tho’ ravish’d in her cradle night and morn; 

For everything that lives is holy, life delights in life; 

Because the soul of sweet delight can never be defil’d. 

Fires inwrap the earthly globe, yet man is not consum’d; 

Amidst the lustful fires he walks; his feet become like brass, 

His knees and thighs like silver, & his breast and head like gold.” 


England threatens war, the representatives of the States 
consult together, and Boston’s Angel speaks out: 


He cried: ““Why trembles honesty, and, like the murderer, 

Why seeks he refuge from the frowns of his immortal station? 

Must the generous tremble & leave his joy to the idle, to the pestilence 
That mock him? Who commanded this? what God? what Angel? 
To keep the gen’rous from experience till the ungenerous 

Are unrestrain’d performers of the energies of nature; 
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Till pity is become a trade, and generosity a science 

That men get rich by; & the sandy desart is giv’n to the strong? 
What God is he writes laws of peace and clothes him in a tempest? 
What pitying Angel lusts for tears, and fans himself with sighs? 
What crawling villain preaches abstinence & wraps himself 

In fat of lambs? no more I follow, no more obedience pay!” 


England tries to crush the spirit of liberty, but finds in dismay 
that it is awakening even on her own shores. Urizen, the 
Restrainer, is alarmed and prevents the “Demon’s Light” from 
reaching Europe in its full intensity for twelve years, the period 
between the American and French Revolutions, but: 


Stiff shudderings shook the heav’nly thrones! France, Spain, & Italy 

In terror view’d the bands of Albion, and the ancient Guardians, 

Fainting upon the elements, smitten with their own plagues. 

They slow advance to shut the five gates of their law-built heaven, 

Filled with blasting fancies and with mildews of despair, 

With fierce disease and lust, unable to stem the fires of Orc. 

But the five gates were consum’d, & their bolts and hinges melted; 

And the fierce flames burnt round the heavens, and round the abodes of men. 


The spirit of man has conquered. 

Europe (1794) is introduced in two copies only by the Fairy’s 
Song, which has been already quoted. The Preludium con- 
tinues the Preludium of America. Nature is worn out with 
travail, and fears what she may bring forth. But with her 
“shady woe” is mingled “visionary joy.” 


“And who shall bind the infinite with an eternal band 
To compass it with swaddling bands? and who shall cherish it 
With milk and honey? 


Isee it smile, & I roll inward, & my voice is past.” 


She ceast, & roll’d her shady clouds 
Into the secret place. 


Then follows another Prophecy, or symbolic poem. The 
first verse is in imitation of Milton’s “Hymn to the Nativity”: 


The deep of winter came, 

What time the secret child 

Descended thro’ the orient gates of the eternal day: 

War ceas’d, & all the troops like shadows fled to their abodes. 
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Los, the Spirit of Poetry, rejoices, and tries to conquer by his 
songs Urizen, Reason, who is usurping the North, the region 
of the spirit, instead of being content to rule the South, his own 
domain of intellect. But Los is not at one with his wife, 
Enitharmon, Inspiration and Spiritual Beauty. She, in her 
division from Los, sets up false ideals from which repression 
and hypocrisy result. She sends forth her sons, Rintrah, 
Wrath, and Palamabron, Pity, saying: 


“Go! tell the Human race that Woman’s love is Sin; 

That an Eternal life awaits the worms of sixty winters, 

In an allegorical abode where existence hath never come. 

Forbid all Joy; & from her childhood shall the little female 
_ Spread nets in every secret path.” 


Enitharmon thus renders impossible the spiritual freedom 
which should have followed from the birth of Christ, and then 
she, Inspiration, slumbers for 1,800 years. 

Meanwhile Urizen, who had already set up the false religion 
of the Druids— 


Then was the serpent temple form’d, image of infinite, 
Shut up in finite revolutions, and man became an Angel, 
Heaven a mighty circle turning, God a tyrant crown’d— 


is lord of man’s spirit. The Stone of Night, the Decalogue, is 
surrounded by trees of blackest leaf, superstition, and overhung 
by poisonous deadly nightshade, and Urizen unclasps “. . . his 
brazen Book That Kings & Priests had copied on Earth,” the 
book of charity uninformed by imagination, sympathy, and 
forgiveness. England is already threatened by Revolution: 
justice has become timid and hypocritical: Palamabron and 
Rintrah, Pity and Wrath are under the sway of Enitharmon, 
instead of being as they should on the side of liberty. Then: 


Enitharmon laugh’d in her sleep to see (O woman’s triumph!) 

Every house a den, every man bound: the shadows are fill’d 

With spectres, and the windows wove over with curses of iron; 

Over the doors “Thou shalt not,” & over the chimneys “Fear” is written: 
With bands of iron round their necks fasten’d into the walls 

The citizens, in leaden gyves the inhabitants of suburbs 

Walk heavy; soft and bent are the bones of villagers. 
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The angel of Albion, surrounded by the clouds of Urizen and 
the flames of Orc, is powerless, and “A mighty Spirit leap’d 
from the land of Albion, Nam’d Newton,” the spirit of 
materialism. His coming rouses Inspiration: 


Then Enitharmon woke, nor knew that she had slept; 
And eighteen hundred years were fled 
As if they had not been. 


But she persists in her false ideals “Till morning oped the. 
eastern gate;” with the light comes the Spirit of Revolution: 


But terrible Orc, when he beheld the morning in the east, 

Shot from the heights of Enitharmon, 

And in the vineyards of red France appear’d the light of his fury. 
The Sun glow’d fiery red! 

The furious terrors flew around 

On golden chariots, raging with red wheels dropping with blood! 
The Lions lash their wrathful tails! 

The Tygers couch upon the prey & suck the ruddy tide, 

And Enitharmon groans & cries in anguish and dismay. 


Then Los arose: his head he rear’d in snaky thunders clad; 
And with a cry that shook all nature to the utmost pole, 
Call’d all his sons to the strife of blood. 


The frontispiece of Europe showing Urizen as the Creator is 
one of Blake’s most magnificent designs. The first sketch 
appears in the MS. Book, page 96, with the legend: ““Who 
shall bind the Infinite?” and on his death-bed he laid aside 
the print of “The Ancient of Days Striking the First Circle 
of the Earth,’ which he had coloured for Tatham, with the 
words: ““There, I have done all I can! It is the best I have ever 
finished. I hope Mr. Tatham will like it.” The subject of the 
design is taken from Proverbs viii, 27, “when he set a compass 
upon the face of the depth:” and from the Book of Urizen, 
Vil. 7,8: 

He form’d a line & a plummet 


To divide the Abyss beneath; 
He form’d a dividing rule; 


—— 
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He formed scales to weigh, 
He formed massy weights; 
He formed a brazen quadrant; 
He formed golden compasses, 
And began to explore the Abyss. 


_ J. T. Smith tells how “He was inspired with the splendid 
grandeur of this figure, by the vision which he declared 
hovered over his head at the top of his staircase; and he has 
been frequently heard to say that it made a more powerful 
impression upon his mind than all he had ever been visited by. 
This subject was such a favourite with him, that he always 
bestowed more time and enjoyed greater pleasure when 
colouring the print, than anything he ever produced.” 

In the Palgrave copy of Europe in the British Museum 
poetical quotations are written under some of the illustrations. 
They are not in Blake’s handwriting, and may have been 
inserted by the first owner of the book on his own initiative, 
but it is possible that they were suggested to him by Blake as 
explaining the pictures. The majority of the quotations are 
from Bysshe’s Art of Poetry, which Blake possessed. 

The First Book of Urizen (1794) develops one of Blake’s most 
important metaphysical doctrines. Tom Paine had said that the 
Bible described a devil under the name of God. Blake was 
equally heretical: “Thinking as I do that the Creator of this 
World is a very Cruel Being, and being a Worshipper of 
Christ, I cannot help saying: ‘the Son, O how unlike the 
Father! First God Almighty comes with a Thump on the 
Head, and then Jesus Christ comes with a balm to heal it.’”’ 

Urizen is Blake’s version of the Jehovah of the Bible. The 
rational principle usurps the power which should belong to the 
spiritual, and creates the world by division and constraint. The 
tyranny of reason leaves no room for freedom which is of the 
spirit. 

The description of the creation and passages in A Vision of 
the Last Judgment suggest’ that Blake was acquainted with the 
doctrine of the Timaeus, at any rate as expounded by Thomas 
Taylor..But whereas Plato’s God is represented as justified in 
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making the most satisfactory copy of himself possible in time _ 
as the proper outlet for his energy, Urizen, the usurper, makes 
a false start, and, unlike the God of the Timaeus or of the Bible, 
he is displeased with the results. His creations are not good in 
his eyes, because his power over them is limited. Los, Poetry, 
Imagination, has entered the world of generation with him, 
and therefore this world has still a passage to eternity: 


Vision or Imagination is a Representation of what Eternally Exists, Really 
& Unchangeably. . . . This World of Imagination is the world of Eternity; 
it is the divine bosom into which we shall all go after the death of the 
Vegetated body. This World of Imagination is Infinite & Eternal, whereas 
the world of Generation, or Vegetation, is Finite & Temporal. There Exist 
in that Eternal World the Permanent Realities of Every Thing which we 
see reflected in this Vegetable Glass of Nature. . . . 

Many suppose that before the Creation All was Solitude & Chaos. This 
is the most pernicious Idea that can enter the Mind, as it takes away all the 
sublimity from the Bible & Limits All Existence to Creation & to Chaos, 
To the Time & Space fixed by the Corporeal Vegetative Eye, & leaves the 
Man who entertains such an Idea the habitation of Unbelieving demons. 
Eternity Exists, and All things in Eternity, Independent of Creation which 
was an act of Mercy. 


Los, by his struggle with Urizen, made the creation an act of 
mercy. Imagination defines error in order that it can be cast 
out: then and only then is spiritual freedom possible. 

The Preludium announces the power of the “Primeval 
Priest,’ Urizen, over the North, spirit, and so explains the first 
verse of the poem. ? 


Lo, a Shadow of horror is risen 
In Eternity! unknown, unprolific, 
Self-clos’d, all-repelling: what Demon 
Hath form’d this abominable void 
This soul-shudd’ring vacuum? Some said 
“Tt is Urizen.”” But unknown, abstracted, 
Brooding, secret, the dark Power is hid. 


Urizen, 


An activity unknown and horrible, 


A self-contemplating shadow, 


proceeds by division and measurement. Separating himself 
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from the Eternals he tries to make everything conform to his 
Own notions: 


“T have sought for a joy without pain, 
For a solid without fluctuation.” 


and imposes his own wisdom: 


“Here alone I, in books form’d of metals, 
Have written the secrets of wisdom, 

The secrets of dark contemplation, 

By fightings and conflicts dire 

With terrible monsters Sin-bred 

Which the bosoms of all inhabit, 

‘Seven deadly Sins of the soul. 


Lo! I unfold my darkness, and on 
This rock place, with strong hand, the Book 
Of eternal brass, written in my solitude: 


Laws of peace, of love, of unity, 

Of pity, compassion, forgiveness; 
Let each chuse one habitation, 

His ancient infinite mansion, 

One command, one joy, one desire, 
One curse, one weight, one measure, 
One King, one God, one Law.” 


Urizen and the world of his creation are cut off: 


~ And Los, round the dark globe of Urizen, 
Kept watch for Eternals to confine 
The obscure separation alone; 
For Eternity stood wide apart, 
As the stars are apart from the earth. 


Urizen has become a “formless, unmeasurable death,” con- 
vulsed by awful changes in a dreamless night. But Los gave 
form to the changes of Urizen, so that he, who had been one 
of the Eternals, became Man, and God of this world. 


All the myriads of Eternity, 
All the wisdom & joy of life 
Roll like a sea around him, 
Except what his little orbs 
Of sight by degrees unfold. 


And now his eternal life 
Like a dream, was obliterated. 
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Then Los himself, imprisoned with Urizen in the created, 
world, “suffered his fires to decay.” In his anguish he is divided 
from Enitharmon, Inspiration, who, in her separation from 
him, becomes Pity, “the first Female,” the “Divided Image of 
Man.” The separation of the sexes, though, as Blake’s fairy — 
knew, it opens a door into eternity, seems to remove the world 
of generation still further: 


“Spread a Tent with strong curtains around them. 
Let cords & stakes bind in the Void, 
That Eternals may no more behold them.” 


Los pursued Enitharmon and begets a child Orc, the spirit of 
Revolt and Freedom. But with the division of sex, jealousy has 
come into being, and Orc is chained to the Rock, the Deca- 
logue, “beneath Urizen’s deathful Shadow.” But, though 
bound, his very existence is a sign of hope: 


The dead heard the voice of the child 
And began to awake from sleep; 

All things heard the voice of the child 
And began to awake to life. 


And Urizen, craving with hunger, 
Stung with the odours of Nature, 
Explor’d his dens around. 


Then follow the lines already quoted, which are illustrated 
by the frontispiece of Europe. Los prevents Enitharmon, Pity, 
from seeing Urizen and Orc. So Urizen continues his work 


alone and creates the four elements, but the world he had made 
is hateful to him. 


He in darkness clos’d view’d all his race, 
And his soul sicken’d! He curs’d 

Both sons & daughters; for he saw 
That no flesh nor spirit could keep 


His iron laws one moment. 


For he saw that life liv’d upon death: 
The Ox in the slaughter house moans; 
The Dog at the wintry door; 

And he wept & he called it Pity, 

And his tears flowed down on the winds. 
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Cold he wander’d on high, over their cities 
In weeping & pain & woe; 

And wherever he wander’d, in sorrows 
Upon the aged heavens, 

A cold shadow follow’d behind him 

Like a spider’s web, moist, cold & dim, 
Drawing out from his sorrowing soul, 
The dungeon-like heaven dividing, 
Wherever the footsteps of Urizen 

/Walked over the cities in sorrow; 


Till a Web, dark & cold, throughout all 

The tormented element stretch’d 

From the sorrows of Urizen’s soul. 

And the Web is a Female in embrio. 

None could break the Web, no wings of fire, 
So twisted the cords, & so knotted 

The meshes, twisted like to the human brain. 


And all call’d it the Net of Religion. 


Restrained by the Net of Urizen the senses are weakened 
and driven inward, and the giant forms of Urizen’s children 
contract into mortal men. 


Six days they shrunk up from existence, 
And on the seventh day they rested, 
And they bless’d the seventh day, in sick hope, 
And forgot their Eternal life. 
: * * * * 


No more could they rise at will 

In the infinite void, but bound down 
To earth by their narrowing perceptions 
They lived a period of years; 

Then left a noisom body 

To the jaws of devouring darkness. 


And their children wept, & built 

Tombs in the desolate places, 

And form’d laws of prudence, and call’d them 
The eternal laws of God. 


So civilization began with Materialism, the thirty cities of 
Egypt, “Whose Gods are the Powers Of this World, Goddess 
Nature, Who first spoil & then destroy Imaginative Art; For 
their Glory is War and Dominion.” Those sons of Urizen who 
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had refused to be restrained by the Net tried to deliver their | 
shrunken brethren, but, finding persuasion vain, they quitted 
the “pendulous earth,” now englobed by the ocean of space 
and time. 

A lyric from the Rossetti MS., written about this time, sug- 
gests that escape from the “Net” is still possible for man. 


O Lapwing, thou fliest around the heath, 
Nor seest the net that is spread beneath. 

Why dost thou not fly among the corn fields? 
They cannot spread nets where a harvest yields. 


The Book of Los (1795) retells the story from the standpoint 
of Los. The first five stanzas take the place of the Preludium of 
the earlier books. Eno, the Earth Mother, laments eternity 
where spiritual excess was unrestrained, whereas now the 
shrunken sublimities appear as vices in the created world: 


“O Times remote! 

When Love & Joy were adoration, 
And none impure were deem’d: 
Not Eyeless Covet, 

Nor Thin-lipp’d Envy, 

Nor Bristled Wrath, 

Nor Curled Wantonness; 


But Covet was poured full, 
Envy fed with fat of lambs, 
Wrath with lion’s gore, 
Wantonness lull’d to sleep 
With the virgin’s lute, 

Or sated with her love; 


Till Covet broke his locks & bars 
And slept with open doors; 

Envy sung at the rich man’s feast; 
Wrath was follow’d up and down 
By a little ewe lamb; 

And Wantonness on his own true love 
Begot a giant race.” 


The story begins in the sixth stanza: Los finds himself cut off 
from eternity. 


bound in a chain, 8 
Compell’d to watch Urizen’s shadow, 
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from restraint, but, having as yet no means of combating the 
new and terrible conditions, he only falls into error: 


Falling! falling! Los fell & fell, 

Sunk precipitant, heavy, down, down, 

Times on times, night on night, day on day— 
Truth has bounds, Error none—falling, falling, 
Years on years, and ages on ages 

Still he fell thro’ the void, still a void 

Found for falling, day & night without end; 


But gradually thought succeeds the first impotent wrath as of 
_a new-born babe. 


Then aloft his head rear’d in the Abyss, 
And his downward-borne fall chang’d oblique 


* * * * 


Incessant the falling Mind labour’d, 
Organizing itself, till the Vacuum 
Became element, pliant to rise 

Or to fall, or to swim or to fly, 
With ease searching the dire vacuity. 


Los gives himself form and struggles to separate the “thin” 
from the “heavy,” the spiritual from the material. ‘“Then Light 
first began,’* and he sees the “Backbone of Urizen.”’ Imagina- 
tion is now a power in the Material World: Los can bind 
Urizen and forge the sun of poetry. He tries to chain Urizen 
to this sun, but it is only temporal, the poetry of this world, a 
“slowing illusion,” whose light Urizen quenches. Yet even so 
his contact with imagination gives him form and life, till he 
becomes the earthly man: 

till a Form 


Was completed, a Human Illusion 
In darkness and deep clouds involv’d. 


Such is Blake’s version of the creation of Adam. God has 
become Man, and so the poem ends without word of the birth 
of Orc, the spirit of freedom, by whom man shall be saved. 
The Book of Urizen was entitled by Blake The First Book of 
Urizen, and Blake must have originally intended that The Book 


‘ 
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of Ahania (1795), which continues the story, should be the _ 
second book. Fuzon, Passion, one of the sons of Urizen who 
had refused to be restrained by the net of religion, revolts 
against his father: 


“Shall we worship this Demon of smoke,” 
Said Fuzon, “this abstract nonentity, 

This cloudy God seated on waters, 

Now seen, now obscur’d, King of sorrow?” 


He hurls a beam of flame against Urizen, who is protected only 
by a shield forged in the mills of logic. The beam penetrates 
the shield, “‘the cold loins of Urizen dividing.” Reason, who, 
unable to synthesize the contraries, had desired “joy without 
pain,” wounded by passion, casts out his “parted soul,” 
Ahania, Pleasure. 


He groan’d anguish’d, & called her Sin, 
Kissing her and weeping over her; 
Then hid her in darkness, in silence, 
Jealous, tho’ she was invisible. 


She fell down, a faint shadow wand’ring 
In chaos, and circling dark Urizen, 

As the moon anguish’d circles the earth, 
Hopeless! abhorr’d! a death-shadow, 
Unseen, unbodied, unknown, 

The mother of Pestilence. 


- Pleasure, repressed and separated from reason, is “Mother of 
Pestilence” because, as is written in the “Proverbs of Hell’’: 
‘‘He who desires but acts not, breeds pestilence.” Fuzon’s beam 
is identified by Blake with the pillar of fire which led the 
Israelites out of bondage, and, after it had been seized by Los, 
the Spirit of Time and Poetry, with Christ, the Deliverer. 
Fuzon, not realizing that Urizen, one of the immortals, cannot 
die, thinks that he has killed his father, and has become God in 
his stead. But Urizen slays the serpent of lust, who attacked him 
when he repressed Pleasure as Sin, and forming a bow of the 
serpent’s ribs, shoots the poisoned Rock of the Decalogue at 
Fuzon. The body of Fuzon, still alive though he seems to be 
dead, is crucified by Urizen on the Tree of Mystery, Religion. 
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The “pale living Corse” of Fuzen is assailed by the arrows of 
Pestilence, and Shapes, the spectres of repressed desires, flutter 
round the Tree of Mystery. In the Book of Urizen civilization 
began with Africa, Materialized Reason: now Asia rises, 

Materialized Passion. The lament of Ahania, Pleasure cast out 
by Reason, with which the poem closes, is one of the most 
beautiful passages in the Lambeth Books. 

The Song of Los (1795), which comprises “8 Sica” and‘ “Asia,” 
precedes “America” and “Europe” in subject, although written 
later. In ‘‘Africa’’ Adam, the natural man, and Noah, the man 
of imagination, are described as watching Urizen setting up 
his different forms of religion. They are diversely affected: 
“Adami shudder’d! Noah faded!” These religions are “Abstract” 
because the process takes place which had been described in 
The Marriage of Heaven and Hell: 


The ancient Poets animated all sensible objects with Gods or Geniuses, 
calling them by the names and adorning them with the properties of woods, 
rivers, mountains, lakes, cities, nations, and whatever their enlarged & 
numerous senses could percieve. 

And particularly they studied the genius of each city & country, placing 
it under its mental deity; 

Till a system was formed, which some took advantage of, & enslav’d the 
vulgar by attempting to realize or abstract the mental deities from their 
objects: thus began Priesthood; 

Choosing forms of worship from poetic tales. 

And at length they pronounc’d that the Gods had order’d such things. 

Thus men forgot that All deities reside in the human breast. 


The symbol shrinks to dogma and so becomes the Philo- 
sophy of Brahma, the Religion of the Jews, and the Aesthetic- 
ism of the Greeks. Orc, the spirit of freedom, is in chains, but 
Oothoon (Instinct as in the Visions of the Daughters of Albion) 
can still speak: 


And Jesus heard her voice (a man of sorrows) he reciev’d 
A Gospel from wretched Theotormon. 


This Gospel withered into monkish Christianity, and Moham- 
medanism and the “Code of War’ of Northern Mythology 
signalized the reaction against asceticism. 
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Har and Heva, Poetry and Painting, who should have — 
announced the Gospel of Imagination, shrunk 


Into two narrow doleful forms, 
Creeping in reptile flesh upon 
The bosom of the ground; 

And all the vast of Nature shrunk 
Before their shrunken eyes. — 


So the sons of Har, men, who are all possessors of the Poetic 
Genius in varying degrees, were, by their laws and religions, 
bound more and more closely to earth: 


Till a Philosophy of Five Senses was complete. 
Urizen wept & gave it into the hands of Newton & Locke. 


The Kings of Asia, startled in their religious darkness by the 
approach of revolution in Europe, call for still more restraint. 
The appeal of these orthodox believers to the God of reason is 
Blake’s ironical exposition of the social aims and conditions of 


his day: 


“Shall not the King call for Famine from the heath, 
Nor the Priest for Pestilence from the fen, 

To restrain, to dismay, to thin 

The inhabitants of mountain and plain, 

In the day of full-feeding prosperity 

And the night of delicious songs? 


Shall not the Councellor throw his curb 
Of Poverty on the laborious, 

To fix the price of labour, 

To invent allegoric riches? 


And the privy admonishers of men 

Call for fires in the City, 

For heaps of smoking ruins 

In the night of prosperity & wantonness? 


To turn man from his path, 

To restrain the child from the womb, 
To cut off the bread from the city, 
That the remnant may learn to obey, 
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- That the pride of the heart may fail, 
That the lust of the eyes may be quench’d, 
That the delicate ear in its infancy 
May be dull’d, and the nostrils clos’d up, 
\ To teach mortal worms the path 
That leads from the gates of the Grave?” 


But Urizen’s books of brass, iron, and gold (charity, war, and 
economics) are melted by the fires of Orc. Revolution breaks 
forth that by the trial of a “Last Judgment” error may be cast 
out. 


The last three of the minor symbolic books known as the 
Lambeth Books were engraved in 1795, and probably about 
that time Blake began to write a long mystical poem, with the 
title of: 

VALA 
or 3 
The Death and Judgement 
of The Ancient Man 
A Dream of Nine Nights. 


which he afterwards altered to: 


THE Four ZOAs 
“The Torments of Love & Jealousy in 
- "The Death and Judgement 
Of Albion the Ancient Man. 


A third title on the back of a drawing may also have been 
intended for it: “The Bible of Hell, in Nocturnal Visions 
collected Vol. I. Lambeth.” This appears likely, as The Four 
Zoas is divided into Nine Nights, a form which may have been 
suggested by Young’s Night Thoughts, illustrated by Blake at 
that time. If this be so, Vala or The Four Zoas is the poem 
promised in The Marriage of Heaven and Hell. “I have also The 
Bible of Hell, which the world shall have whether they will or 
no.” But Blake never gave Vala to the world; it remained in 
manuscript with alternative drafts, repetitions, and additions, 
and was not finally revised. John Linnell received it as a gift 
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from Blake; it is now in the Department of MSS. at the British 
Museum, and was accurately printed for the first time by Mr. 
Keynes. Blake obviously intended to systematize in this poem 
the metaphysic which he had been evolving as he wrote the 
Lambeth Books. Some of the myths reappear, and passages are 
adopted from these books either verbatim or with slight 
alterations. The manuscript was extensively revised from 1800 
to 1803, while Blake was living at Felpham, and possibly some 
alterations were made at a still later date. It was apparently 
abandoned when he decided to complete and engrave Milton 
and Jerusalem, as the former contains repetitions and adaptations 
from it and the latter lengthy excerpts. 

The Four Zoas, who give to the poem the title which seems 
to have been Blake’s final choice, are Urizen, Reason; Urthona, 
Spirit; Luvah, Passion; and Tharmas, the Body. They are 
associated by Blake with the Four Living Creatures of the 
Book of Revelation, to which there are frequent allusions. The 
poem. describes the fall, the creation of the world in space and 
time, the Crucifixion and Resurrection, and consequent 
redemption and regeneration. The fall is due to the twofold 
error of the Zoas, who set themselves up as gods instead of 
realizing that they are but the servants of the Eternal Man, and 
also usurp each other’s regions, with the result that they fail in 
the fulfilment of their own functions. Urizen, for example, 
who in Eternity is faith and certainty, is changed to doubt, and 
Urthona, spirit, suffers a threefold division into Los, Poetry 
ineffectual and uninspired, Enitharmon, Inspiration, Spiritual 
beauty, who is feeble and easily led astray in her isolated 
state, and the spectre of Urthona, a mere shadow of the 
Eternal Spiritual Wisdom, which includes all knowledge and 
all art. , 

Blake had now begun to use the symbolism which pervades 
his later work, representing reason or logic by the Spectre, and 
emotion or inspiration by the Emanation. The simplest expres- 
sion. of his doctrine that before harmony can be attained this 
fatal division must be transcended is the lyric “Spectre and 
Emanation” which he wrote at Felpham. 
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As in the earlier books there is a twofold drama because the 
history of the macrocosm is also that of the microcosm, the 
history of the universe writ small is that of the individual. 
Those for whom this situation is not already sufficiently 

complicated may amuse themselves by naming Los William, 
and Enitharmon Catherine, in order to extract autobiographical 
significance, deducing that Catherine was anxious that William 
should play a part in politics and leave her free for self-realiza- 
tion, and that William paid her a pretty compliment in refer- 
ring to the way in which she coloured his illuminated books. 
But as the story of Los and Enitharmon is largely concerned 
with the birth of their son Orc and Los’s jealousy of the 
adolescent, this procedure is necessarily perfunctory, if not 
wholly superfluous. 

Above the title is written in Greek, the fruit of Felpham 
scholarship, Ephesians vi, 12: “For we wrestle not against flesh 
and blood, but against principalities, against powers, against 
the rulers of the darkness of this world, against spiritual 
wickedness in high places.” . 

Night the First describes the beginning of the fall. The second 
stanza, with a marginal reference to John xvii c., 21, 22, 23 v., 
and John ic., 14 v. explains the Four Zoas: 


“Four Mighty Ones are in every Man; a Perfect Unity 
Cannot Exist but from the Universal Brotherhood of Eden, 
The Universal Man, To Whom be Glory Evermore. Amen.” 


Blake had laid down as principles in All Religions are One 
“that the Poetic Genius is the true Man,” and that “‘as all men 
are alike in outward form, So (and with the same infinite 
variety) all are alike in the Poetic Genius.” In Vala Los, the 
Poetic Genius, whose name in Eternity is Urthona, Spirit, is 
supposed to have originally dwelt in Man whole and un- 
divided. Blake invokes his Muse to describe the Fall. 


Daughter of Beulah, Sing 
His fall into Division & his Resurrection to Unity; 
His fall into the Generation of decay & death, & his 
Regeneration by the Resurrection from the dead. 


0 Ul \ 
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The first to feel the fall into division is Tharmas, the Body, 
who is no longer at one with Enion, the Earth Mother and 
generative instinct. He has lost his “emanation,” his power of 
intuition, and he has become furtive and a prey to self-analysis. 
He infects Enion with his dread. 


Enion said: “Thy fear has made me tremble, thy terrors have 
surrounded me. 

All Love is lost: Terror succeeds, & Hatred instead of Love, 
And stern demands of Right & Duty instead of Liberty. 
Once thou wast to Me the loveliest son of heaven—But now 
Why art thou Terrible? and yet I love thee in thy terror till 
Iam almost Extinct & soon shall be a shadow in Oblivion, 
Unless some way can be found that I may look upon thee & live. 
Hide me some shadowy semblance, secret whisp’ring in my Ear, 
In secret of soft wings, in mazes of delusive beauty. 
I have look’d into the secret soul of him I lov’d, 


And in the Dark recesses found Sin & cannot return.” 
Trembling & pale sat Tharmas, weeping in his clouds. 


“Why wilt thou Examine every little fibre of my soul, 
Spreading them out before the sun like stalks of flax to dry? 
The infant joy is beautiful, but its anatomy 

Horrible, Ghast & Deadly; nought shalt thou find in it 

But Death, Despair & Everlasting brooding Melancholy. 
Thou wilt go mad with horror if thou dost examine thus 
Every moment of my secret hours. Yea, I know 

That I have sinn’d, & that my Emanations are become harlots. 
Iam already distracted at their deeds, & if I look 

Upon them more, Despair will bring self-murder on my soul. 
O Enion, thou art thyself a root growing in hell, 

Tho’ thus heavenly beautiful to draw me to destruction: 
Sometimes I think thou art a flower expanding, 

Sometimes I think thou art fruit, breaking from its bud 

In dreadful dolor & pain; & I am like an atom, 

A Nothing, left in darkness; yet I am an identity: 

I wish & feel & weep & groan. Ah, terrible! terrible!” 


Enion hides from him, but the separation only hastens his fall 
into the sea of time and space. There Enion follows the spectre 
of Tharmas, who in his division reproaches her with sin, and 
of their union, now neither happy nor innocent, are born Los 
and Enitharmon. This birth results from the division of 
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Urthona, Spirit, with whom in eternity they are one. Los and 

Enitharmon in their separate entities cannot maintain a state 

of love and unity, but lapse into shame and jealousy and 

quarrels. Enitharmon appeals to Urizen, who takes advantage 

of their dissension to proclaim himself God, and claims 
obedience from Los, who still retains remembrance of the 

Divine Image. 


“Obey my voice, young Demon; I am God from Eternity to Eternity, 
Art thou a visionaryof Jesus, the soft delusion of Eternity? 

Lo Iam God, the terrible destroyer, & not the Saviour. 

Why should the Divine Vision compell the sons of Eden 

To forego each his own delight, to war against his spectre? 
The Spectre is the Man. The rest is only delusion & fancy.” 
Thus Urizen spoke, collected in himself in awful pride. 

Ten thousand thousand were his hosts of spirits on the wind, 
Ten thousand thousand glittering Chariots shining in the sky. 
They pour upon the golden shore beside the silent ocean, 
Rejoicing in the Victory, & the heavens were fill’d with blood. 


Los becomes reconciled to Enitharmon, but they forsake 
Luvah and Vala (passion and nature), and their nuptial song is 
chanted by the hosts of Urizen, who foretell the destruction of 
the Eternal Man, call on the spider to spread the Net of 
Religion, and announce the birth of Orc, revolution: Enion, 
the Earth Mother, stands aloof in lamentation. The fall of the 
Eternal Man has now begun, and he can no longer abide in 
Beulah, the place of repose midway between eternity and the 
world of space and time, described earlier in the poem. 


There is from Great Eternity a mild & pleasant rest 

Nam’d Beulah, a soft Moony Universe, feminine, lovely, 
Pure, mild & Gentle, given in Mercy to those who sleep, 
Eternally created by the Lamb of God around, 

On all sides, within & without the Universal Man. 

The daughters of Beulah follow sleepers in all their Dreams, 
Creating spaces, lest they fall into Eternal Death. 

The Circle of Destiny complete, they gave to it a space 

And nam’d the space Ulro, & brooded over it in care & love. 


He must sink into the death-like sleep of the material world 
where martyrdom and error await him. 
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Now Man was come to the Palm tree & to the Oak of weeping 
Which stand upon the Edge of Beulah, & he sunk down 

From the supporting arms of the Eternal Saviour who dispos’d 
The pale limbs of his Eternal Individuality 

Upon The Rock of Ages, Watching over him with Love & Care. 


The first draft of Night the First ends here, and the second 
draft was not incorporated by Blake with the necessary read- 
justments, as it would doubtless have been in a final revision. 
In the second, draft the fall is explained to the Council of God . 
in Great Eternity by Messengers from Beulah, who bewail the 
plight of Albion, the Eternal Man, because Urizen, Reason, 
having failed to subject Los entirely to his will has proposed to 
Luvah, Passion, that he himself should usurp the North, the 
Region of Spirit, and rule Jerusalem, the emanation of Albion, 
who symbolizes Spiritual freedom, abandoning his own region, 
the South, to Passion. Luvah will not agree and Urizen 
threatens him with death. Urthona, Spirit, has been riven by 
their strife, the result of his division having been the birth of 
Los and Enitharmon: Jerusalem, Spiritual Freedom, is in ruins. 
The outcome of this embassy from Beulah is that Seven 
Guardians, the Seven Eyes of God, are appointed to watch 
over the Eternal Man: 


the Seventh is named Jesus, 
The Lamb of God, blessed for ever, & he follow’d the Man 
Who wander’d in Mount Ephraim seeking a Sepulcher, 
His inward eyes closing from the Divine Vision, & all 
His children wandering outside, from his bosom fleeing away. 


Blake has deleted “Second” in the title “Vala, Night the 
Second,” but, in the absence of further alteration or addition, 
it must be treated as the second book of the poem. The Eternal 
Man, wearied on his Couch of Death, abdicates and gives his 
sceptre to Urizen, who creates the Mundane Shell, the universe, 
as a protection against non-existence, the boundlessness of 
error. The world of matter, Ulro, comes into existence: 
“What is within now seems without.” Vala, under the influ- 
ence of Urizen, turns against Luvah, and Reason seems to 
have destroyed Passion and even Nature herself. The Material 
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World is ordered by the Sons of Urizen with compasses and 
scales, but the Eagles of Genius bear their share in the work, 
though some of them are snared in the net of religion or 
entrapped by false art. . 


While far into the vast unknown the strong wing’d Eagles bend 
Their venturous flight in Human forms distinct; thro’ darkness deep 
They bear the woven draperies; on golden hooks they hang abroad 
The universal curtains & spread out from Sun to Sun 

The vehicles of light; they separate the furious particles 

Into mild currents as the water mingles with the wine. 


While thus the Spirits of strongest wing enlighten the dark deep, 

The threads are spun & the cords twisted & drawn out; then the weak 
Begin their work, & many a net is netted, many a net 

Spread, & many a Spirit caught: innumerable the nets, 

Innumerable the gins & traps, & many a soothing flute 

Is form’d, & many a corded lyre outspread over the immense. 

In cruel delight they trap the listeners, & in cruel delight 

Bind them, condensing the strong energies into little compass. 


Reason raises his Golden Hall, but though he does not 
exclude from it his emanation, Ahania, the emotion of pleasure, 
they are no longer one: 


Two wills they had, two intellects, & not as in times of old. 


But the Eternal Man in the death of this life is under the 
guardianship of Jesus: as in The Song of Los Jesus receives the 
Gospel from wretched Theotormon, so here the Incarnation is 
necessary for the deliverance of man because Passion has been 
curbed by Reason. 


For the Divine Lamb, Even Jesus who is the Divine Vision, 
Permitted all, lest Man should fall into Eternal Death; 

For when Luvah sunk down, himself put on the robes of blood 
Lest the state call’d Luvah should cease; & the Divine Vision 
Walked in robes of blood till he who slept should awake. 


Meanwhile Los and Enitharmon are represented as still for 
a time happy and innocent—a further proof that the poem lacks 
final revision as the Nuptial Song for the First. Night had 
shown another state of things. 
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For Los and Enitharmon walk’d forth on the dewy Earth 
Contracting or expanding their all flexible senses 

At will to murmur in the flowers small as the honey bee, 

At will to stretch across the heavens & step from star to star, 

Or standing on the Earth erect, or on the stormy waves 
Driving the storms before them, or delighting in sunny beams, 
While round in their heads the Elemental Gods kept harmony. 


But there is no true union between them: they are soon 
beset by jealousy and, though Enitharmon still is able to revive 
Los from seeming death, she exults unduly in her power: 


“The joy of woman is the death of her most best beloved 
Who dies for love of her 
In torments of fierce jealousy & pangs of adoration.” 


Los, pursuing Inspiration, delusive in her division from him, 
drives away Enion, the generative instinct, who breaks out in 
lamentation: 


“I am made to sow the thistle for wheat, the nettle for a nourishing dainty. 
I have planted a false oath in the earth; it has brought forth a poison tree. 
I have chosen the serpent for a councellor, & the dog 

For a schoolmaster to my children. 

I have blotted out from light & living the dove & nightingale, 

And I have caused the earth worm to beg from door to door. 


“I have taught the thief a secret path into the house of the just. 

I have taught pale artifice to spread his nets upon the morning. 
My heavens are brass, my Earth is iron, my moon a clod of clay, 
My sun a pestilence burning at noon & a vapour of death in night. 


What is the price of Experience? do men buy it for a Song? 

Or wisdom for a dance in the street? No, it is bought with the price 
Of all that a man hath, his house, his wife, his children. 

Wisdom is sold in the desolate market where none come to buy, 
And in the wither’d field where the farmer plows for bread in vain. 


“Tt is an easy thing to triumph in the summer’s sun 

And in the vintage & to sing on the waggon loaded with corn. 

It is an easy thing to talk of patience to the afflicted, 

To speak the laws of prudence to the houseless wanderer, 

To listen to the hungry raven’s cry in wintry season 

When the red blood is fill’d with wine & with the marrow of lambs. 
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“Tt is an easy thing to laugh at wrathful elements, 

To hear the dog howl at the wintry door, the ox in the slaughter house 
moan; : 

To see a god on every wind & a blessing on every blast; 

To nes sounds of love in the thunder storm that destroys our enemies’ 

ouse; 
To eee in the blight that covers his field, & the sickness that cuts off his 
en, 

While our olive & vine sing & laugh round our door, & our children bring 

fruit & flowers. 


oe groan & the dolor are quite forgotten, & the slave grinding at the 


And the captive in chains, & the poor in the prison, & the soldier in the 
‘ ' 

whe ae shatter’d bone hath laid him groaning among the happier 
ead. 


“It is an easy thing to rejoice in the tents of prosperity: 
Thus could I sing & thus rejoice: but it is not so with me.” 


Ahania, pleasure, hears the lament of Enion, and, as Los had 
hoped, her peace is also destroyed. 

Night the Third opens with Ahania’s attempt to relieve her 
perplexities by strengthening Urizen’s sense of power: 


“Why sighs my Lord? are not the morning stars thy obedient Sons? 
Do they not bow their bright heads at thy voice? at thy command 
Do they not fly into their stations & return their light to thee? 

The immortal atmospheres are thine; there thou art seen in glory 
Surrounded by the ever changing Daughters of the Light. 

Why wilt thou look upon futurity, dark’ning present joy?” 


But Urizen knows that Orc, the Spirit of Revolt, is born and 
must in his maturity rule over reason. He sees Vala, Nature, as 
the daughter of Enitharmon, Space, and Luvah, Passion, as the 
son of Time. Ahania reproaches him with his initial error in 
letting Luvah, Passion, drive “the immortal steeds of light,” 
the horses of instruction. She tells him of a vision in which she 
had seen the Dark’ning Man, as in the death-like sleep of this 
life he wandered farther and farther from the light of eternity, 
and heard his voice worshipping his own shadow, his desires 
externalized and become heaven to him. 
I 
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Then Man ascended mourning into the splendors of his palace, 
Above him rose a Shadow from his wearied intellect 

Of living gold, pure, perfect, holy; in white linen pure he hover’d, 
A sweet entrancing self delusion, a wat’ry vision of Man, 

Soft exulting in existence, all the Man absorbing. 


Man fell upon his face prostrate before the wat’ry shadow. 
Saying, “‘O Lord, whence is this change? thou knowest I am nothing.” 
* * & a 


“O Iam nothing when I enter into Judgment with thee. 
If thou withdraw thy breath I die & vanish into Hades; 
If thou dost lay thy hand upon me, behold I am silent; 
If thou withhold thine hand I perish like a fallen leaf, 
O Iam nothing, & to nothing must return again. 

If thou withdraw thy breath, behold I am oblivion.” 


But Luvah, Passion, revealed himself in the shadow, and 
strove for dominion over the Man, prostrating him and cover- 
ing him with boils. Then the Fallen Man drove away Luvah 
and Vala, who went forth into the world leaving jealousy and 
rage in the Human Heart where Paradise and its joys had 
abounded. Urizen, in his anger at Ahania’s vision which con- 
firms his own fears, casts her out, and she falls into Non- 
Entity. In the terror and confusion caused by her fall Tharmas, 
the Body, is materialized. He repudiates Enion, the Generative 
instinct. She becomes “only a voice eternal wailing in the 
Elements”’; and then Tharmas knows that “Love and Hope are 
ended.” 

Night the Fourth opens with the lament of Tharmas for the 
loss of Enion. He denounces Reason and Passion—‘‘The all 
powerful curse of an honest man be upon Urizen & Luvah.” 

He calls on Los to rebuild the universe as he directs, but Los 
refuses, saying that Urizen is God, and since he is now fallen 
into the Deep, he himself is God. Los boasts that he is all 
powerful, and Urthona, Spirit, but his shadow. Tharmas carries 
off Enitharmon, Inspiration, and without his emanation Los 
is reduced to the Spectre of Urthona: the Poetic Genius has 
lost his intuition and retains only his logical faculty. The 
Spectre appeals to Tharmas, who restores Enitharmon, and he 
becomes Los once more. Then Tharmas sees himself as God, 
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but he would rather be a Man, and he again desires Los to do 
his work for him. Los, as in The Book of Urizen, binds and 
limits reason. 

Meanwhile the Council of God is watching over the Body of 
the Eternal Man, and the daughters of Beulah are comforted 
by the Divine Vision. 


“Lord Saviour, if thou hadst been here our brother had not died, 
And now we know that whatsoever thou wilt ask of God 
He will give it thee; for we are weak women & dare not lift 
Our eyes to the Divine pavilions; therefore in mercy thou 
- Appearest cloth’d in Luvah’s garments that we may behold thee 
And live. Behold Eternal Death is in Beulah. Behold 
We perish & shall not be found unless thou grant a place 
In which we may be hidden under the shadow of wings. 
For if we, who are but for a time & who pass away in winter, 
Behold these wonders of Eternity, we shall consume.” 
* x * * 
The Saviour mild & gentle bent over the corse of Death, 
Saying, “If ye will Believe, your brother shall rise again.” 
And first he found the Limit of Opacity, & nam/’d it Satan, 
In Albion’s bosom, for in every human bosom these limits stand. 
And next he found the Limit of Contraction, & nam’d it Adam, 
While yet these beings were not born nor knew of good or Evil. 


And 


- Limit 
Was put to Eternal Death. 


Satan, Error, must be limited that he may be cast out: error is 
opaque because impenetrable by the light of truth: contraction 
must also be limited that return from the finite to the infinite 
and eternal may not be impossible. But Los himself was 
changed by his labours: 


he became what he beheld: 
He became what he was doing: he was himself transform’d. 


Night the Fifth shows the changed Los dancing in mad 
triumph on the mountains until he and Enitharmon shrink and 
wither on the Rocky Cliff of the material world. They are no 
longer responsive to beauty as in their age of innocence, but 
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“Their senses unexpansive in one stedfast bulk remain.” Then, 


as Urizen had foretold, Orc, the Spirit of Revolt, is born, and | 


is acclaimed as a lower form of Luvah, Passion. “Luvah, King 
of Love, thou art the King of rage & death.” Luvah himself 
does not recognize his incarnation, and assails him with the 
weapons of reason. Los is aghast, but Enitharmon nourishes 
her child. When Orc reaches the age of adolescence Los be- 
comes jealous of his love for his mother and binds him with a 
chain. But his vitality is unquenchable: fettered though he be 


his very existence transforms the world. 


His limbs bound down mock at his chains, for over them a flame 
Of circling fire unceasing plays; to feed them with life & bring 
The virtues of the Eternal worlds, ten thousand thousand spirits 
Of life lament around the Demon, going forth & returning. 

At his enormous call they flee into the heavens of heavens. 

And back return with wine & food, or dive into the deeps 

To bring the thrilling joys of sense to quell his ceaseless rage. 

His eyes, the lights of his large soul, contract or else expand: 
Contracted they behold the secrets of the infinite mountains, 

The veins of gold & silver & the hidden things of Vala, 

Whatever grows from its pure bud or breathes a fragrant soul: 
Expanded they behold the terrors of the Sun & Moon, 

The Elemental Planets & the orbs of Eccentric fire. 

His nostrils breathe a fiery flame, his locks are like the forests 

Of wild beasts; there the lion glares, the tiger & wolf howl there, 
And there the Eagle hides her young in cliffs & precipices. 

His bosom is like starry heaven expanded; all the stars 

Sing round; there waves the harvest & the vintage rejoices; the springs 
Flow into rivers of delight; there the spontaneous flowers 

Drink, laugh & sing, the grasshopper, the Emmet and the Fly; 
The Golden Moth builds there a house & spreads her silken bed. 
His loins inwove with silken fires are like a furnace fierce: 

As the strong Bull in summer time when bees sing round the heath 
Where the herds low after a shadow & after the water spring, 

The num’rous flocks cover the mountains & shine along the valley 
His knees are rocks of adament & rubie & emerald: 

Spirits of strength in Palaces rejoice in golden armour 

Armed with spear & shield they drink & rejoice over the slain. 
Such is the Demon, such his terror on the nether deep. 


Los and Enitharmon repent, but fail to undo their work and 
set Orc free, because the chain of jealousy is now so deeply 
rooted in the foundations of the world that it cannot be torn 
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up. This book ends with the recantation of Urizen, who 
realizes, though only for the moment, that his degradation is 
the result of his own pride and misuse of his powers. He had 
tefused the services which were asked of him for the guidance 
of the Eternal Man: the power of Spirit was weakened, and 
Passion and Nature had withered up under his rule. 


“I well remember, for I heard the mild & holy voice 

Saying, ‘O light, spring up & shine,’ & I sprang up from the deep. 
He gave me a silver scepter, & crown’d me with a golden crown, 
& said, ‘Go forth & guide my Son who wanders on the Ocean.’ 


-“T went not forth: I hid myself in black clouds of my wrath; 
I call’d the stars around my feet in the might of councils dark; 
The stars threw down their spears & fled naked away. 

_ We fell. I siez’d thee, dark Urthona. In my left hand falling 


I siez’d thee, beauteous Luvah; thou art faded like a flower 
And like a lilly is thy wife Vala wither’d by winds.” 


But Urizen’s repentance brings him hope: 


perhaps this is the night 
Of Prophecy, & Luvah has burst his way from Enitharmon. 
When Thought is clos’d in Caves Then love shall show its root in 
deepest Hell. 


In Night the Sixth Urizen sets forth on his travels through 
the material world, and meets his three daughters, who sym- 
_ bolize the loins, heart, and head. They shrink and hide in 
material forms when they recognize their father, and he curses 
them because Tharmas, the body, is their God. Tharmas 
attempts to confront Urizen, but flies from him in terror, 
praying for death because he can create only monstrous forms. 
Urizen pursues his way to his own region, the South, aghast at 
the horror and misery and degradation he beholds on all sides: 


He knew they were his Children ruin’d in his ruin’d world. 
* * * * 


He saw them curs’d beyond his Curse: his soul melted with fear. 
He could not take their fetters off, for they grew from the soul, 
Nor could he quench the fires, for they flam’d out from the heart, 
Nor could he calm the Elements, because himself was subject; 

So he threw his flight in terror & pain, & in repentant tears. 
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Then he visits the East, vacant because Luvah no longer rules — 


there, and falls into the void. But “The ever pitying one who 
seeth all things” allows his life to be renewed, and bearing his 
books of brass and iron and gold he goes on his way and tries 
to reorganize the world that it may obey his will, dragging the 
net of religion behind him. Next he falls into the West, the 
region of Tharmas, who fled in pursuit of Enion and from 
terror of Urizen. Urthona alone of the four Zoas remains in 
his own region, the North, but only in his divided, spectral 
form. Urizen attempts to invade the North, but he is repelled 
by the Spectre of Urthona, aided by Tharmas, and four Sons 
of Urizen, the four elements. Defeated by Spirit, Reason with- 
draws into the net of religion. 

There are two versions of Night the Seventh of which that 
marked (a) is probably the later. As Reason could not prevail 


~ over Spirit, even in its darkened form, so Spirit in its division 


cannot wholly conquer Reason. Urizen, no longer pursued by 
the Spectre of Urthona, goes to the South, his own region, 
where Orc, Revolt, lies bound. Orc, despite his fetters, is vital 
and, inspired, and both Urizen and Los are filled with envy. 
While Reason sits brooding coldly over Revolt, the root of 
Mystery sends up branches into the heaven of Los, the Poet, 
and Urizen himself escapes with difficulty and pain, leaving his 
iron book of war for safety in its shade. He offers Orc his pity 
and advice, but Orc, who is both genius and revolutionist, 
replies by jeers—“‘my fierce fires are better than thy snows.” 
Urizen commands his daughters to knead the bread of sorrow, 
materialism, for Orc, and reads from the book of brass his 
Gospel of charity: 


“Listen, O Daughters, to my voice. Listen to the Words of Wisdom, 

So shall [you] govern over all; let Moral Duty tune your tongue. 

But be your hearts harder than the nether millstone. 

To bring the Shadow of Enitharmon beneath our wondrous tree, 

That Los may Evaporate like smoke & be no more, 

Draw down Enitharmon to the Spectre of Urthona, 

And let him have dominion over Los, the terrible Shade. 

Compell the poor to live upon a Crust of bread, by soft mild arts. 

Smile when they frown, frown when they smile; & when a man looks pale 
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With labour & abstinence, say he looks healthy & happy; 

And when his children sicken, let them die; there are enough 

Born, even too many, & our Earth will be overrun 

Without these arts. If you would make the poor live with temper[ance] 
With pomp give every crust of bread you give; with gracious cunning 
Magnify small gifts; reduce the man to want a gift, & then give with pomp. 
Say he smiles if you hear him sigh. If pale, say he is ruddy. 

Preach temperance: say he is overgorg’d & drowns his wit 

In strong drink, tho’ you know that bread & water are all 

He can afford. Flatter his wife, pity his children, till we can 

Reduce all to our will, as spaniels are taught with art.” 


Orc curses the hypocrisy of Urizen who at last recognizes 
Luvah, Passion, in him, but Orc himself now finds his escape 
in hypocrisy and becomes the serpent. Next follows a difficult 
and, subtle passage in which the divided spirit communes with 
itself, the psychological states changing as they speak—these 
are Los and Enitharmon, Poetry and Inspiration, their shadows, 
the logical form of poetry devoid of intuition and suppressed 
inspiration, and the Spectre of Urthona, Spirit, in its logical 
form. Enitharmon, Spiritual Beauty, brings forth Vala, the 
Shadowy Female, Material Beauty, thus giving complete 
fulfilment to the prophecy of Urizen. Spirit in division enacts 
the drama of the fall in its Biblical version with Orc, the ser- 
pent, in the part of tempter. Los would have united with 
Enitharmon and the spectre of Urthona, but inspiration flies 
for refuge to the tree of Mystery, the tree of the knowledge of 
Good and Evil. She has already eaten of the fruit: 


“Tt was by that I knew that I had Sinn’d, & then I knew 
That without a ransom I could not be sav’d from Eternal death:” 


and persuades Los to eat also. The knowledge of Good and 
Evil fills the poet with despair, but spiritual logic comforts him 
with the hope of the eventual reunion of spirit, and he has a 
vision of the Lamb of God, the Redeemer. But Enitharmon, 
convinced of sin, can only behold the Lamb as Avenger, “nor 
will the Son of God redeem us, but destroy.’’ Los, who better 
understood the meaning of the Vision and knew that redemp- 
tion would come through sacrifice of self, persuades Enithar- 
mon to help him in building Golgonooza, the City of Art, 
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which he had already begun under the inspiration of the Divine 
Mercy: 


“Stern desire 
I feel to fabricate embodied semblances in which the dead 
May live before us in our palaces & in our gardens of labour, 
Which now, open’d within the Center, we behold spread abroad 
To form a world of sacrifice of brothers & sons & daughters, 
To comfort Orc in his dire sufferings: look, my fires enlume afresh 
Before my face assembling with delight as in ancient times!” 


Art brought comfort to the Spirit of Revolt and reconciled 
Poetry with his enemy, Reason. _ 

The alternative version also continues the story from the 
Sixth Night, but in so different a form that Blake can scarcely 
have intended to combine them. The details are less finished, 
and it does not therefore fall into place so readily as version (a), 
though it contains passages of great force and beauty. Urizen 
returns to his own region and determines that as God he will 
shape the world to his own ends. 


First Trades & Commerce, ships & armed vessels he builded laborious 
To swim the deep; & on the land, children are sold to trades 

Of dire necessity, still laboring day & night till all 

Their life extinct they took the spectre form in dark despair; 

And slaves in myriads, in ship loads, burden the hoare sounding deep, 
Rattling with clanking chains; the Universal Empire groans. 


He institutes the worship of Chastity, and since chastity is 
sex repressed, sex itself is worshipped disguised or in secret. 


And Urizen laid the first Stone & all his myriads 

Builded a temple in the image of the human heart. 

And in the inner part of the Temple, wondrous workmanship, 
They form’d the Secret place, reversing all the order of delight, 
That whatsoever entered into the temple might not behold 

The hidden wonders, allegoric of the Generation 

Of secret lust, when hid in chambers dark the nightly harlot 
Plays in Disguise in whisper’d hymn & mumbling prayer. The priests 
He ordain’d & Priestesses, cloth’d in disguises beastial, 

Inspiring secrecy; & lamps they bore: intoxicating fumes 

Roll round the Temple; & they took the Sun that glow’d o’er Los 
And, with immense machines down rolling, the terrific orb 
Compell’d. The Sun, redd’ning like a fierce lion in his chains, 
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Descended to the sounds of instruments that drown’d the noise 
Of the hoarse wheels & the terrific howlings of wild beasts 

That drag’d the wheels of the Sun’s chariot; & they put the Sun 
Into the temple of Urizen to give light to the Abyss, 

To light the War by day, to hide his secret beams by night, 

For he divided day & night in different order’d portions, 

The day for war, the night for secret religion in his temple. 


Strife and Religious Hypocrisy are rampant. Revolt, loving 
nature and jealous of her subjection, breaks loose from his 
fetters, but in the violence of his triumph he misdirects the 
force of spirit, already darkened, and defeats himself: 


They sound the clarion strong, they chain the howling captives, 
They give the Oath of blood, they cast the lots into the helmet, 
They vote the death of Luvah & they nail’d him to the tree, 

They pierc’d with a spear & laid him in a sepulcher 

To die a death of Six thousand years, bound round with desolation. 
The sun was black & the moon roll’d, a useless globe, thro’ heaven. 


After this Urizen rules unmolested, hence the increasing 
conflict and complexity of life which culminates in the in- 
dustrial revolution, the mockery of nature. 


Then left the sons of Urizen the plow & harrow, the loom, 

The hammer & the chisel & the rule & compasses. 

They forg’d the sword, the chariot of war, the battle ax, 

The trumpet fitted to the battle & the flute of summer, 

And all the arts of life they chang’d into the arts of death. 

The hour glass contemn’d because its simple workmanship 

Was as the workmanship of the plowman, & the water wheel 

That raises water into Cisterns, broken & burn’d in fire 

Because its workmanship was like the workmanship of the shepherd, 
And in their stead intricate Wheels invented, wheel without wheel, 
To perplex youth in their outgoings & to bind to labours 

Of day & night the myriads of Eternity, that they might file 

And polish brass & iron hour after hour, laborious workmanship, 
Kept ignorant of the use that they might spend the days of wisdom 
In sorrowful drudgery to obtain a scanty pittance of bread, 

In ignorance to view a small portion & think that All, 

And call it demonstration, blind to all the simple rules of life. 


Nature herself, perverted, revels in the conflict, and: “No 
more remain’d of Orc but the Serpent round the tree of 
Mystery.” 
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But Tharmas, the body, retains his innocence in the midst of 
despair: 


“Oh Vala, once I liv’d in a garden of delight; 
I waken’d Enion in the morning, & she turned away 
Among the apple trees; & all the garden of delight 
Swam like a dream before my eyes. I went to seek the steps 
Of Enion in the gardens, & the shadows compass’d me 
And clos’d me in a wat’ry world of woe when Enion stood 
Trembling before me like a shadow, like a mist, like air. 
And she is gone, & here alone I war with darkness & death. 
I hear thy voice, but not thy form see; thou & all delight 
And life appear & vanish, mocking me with shadows of false hope. 
Hast thou forgot that the air listens thro’ all its districts, telling 
The subtlest thoughts shut up from light in chambers of the Moon?” 


Nature repentant, laments that passion is hidden from her in 
“that Outrageous form of Orc.” 

The body blames nature, but she, Material Beauty, though 
her face is shadowy, is the true daughter of Spiritual Beauty, 
and her forms have life which opens within to eternity. 


And she went forth & saw the forms of life & of delight 

Walking on Mountains or flying in the open expanse of heaven. 
She heard sweet voices in the winds & in the voices of birds 

That rose from waters; for the waters were as the voice of Luvah, 
Not seen to her like waters or like this dark world of death, 

Tho’ all those fair perfections, which men know only by name, 

In beautiful substantial forms appear’d & served her 

As food or drink or ornament, or in delightful works 

To build her bowers; for the Elements brought forth abundantly 
The living soul in glorious forms, & every one came fo 

Walking before her Shadowy face & bowing at her feet. 

But in vain delights were poured forth on the howling melancholy. 
For her delight the horse his proud neck bow’d & his white mane, 
And the strong Lion deign’d in his mouth to wear the golden bit, 
While the far beaming Peacock waited on the fragrant wind 

To bring her fruits of sweet delight from trees of richest wonders, 
And the strong pinion’d Eagle bore the fire of heaven in the night season. 


Nature’s range is as wide as that of reason: moreover there 
is no gulf fixed between her and the land of Beulah, which lies 
midway between the material world and eternity. 

The daughters of Beulah, “Waiting with patience for the 
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fulfilment of the Promise Divine,” see undoubting thé errors 
of the World, which must be seen to be cast out. 


These they nam’d Satans, & in the Aggregate they nam’d them Satan. 


Night the Eighth again proves the lack of revision by the 
repetition of some incidents which have been already described. 
The Council of God, in their unity as Jesus, meets over the 
Fallen Man, who is guarded by Beulah as two angels, one at 
his head and one at his feet. He begins to awake, and the Divine 
Vision is beheld again by Los and Enitharmon. They help to 
waken the Man by clothing with form “the poor wondering 
spectres” who have been tempted to leave Beulah and enter 
the material world: 


Astonished, comforted, Delighted, in notes of Rapturous Ecstasy 
All Beulah stood astonish’d, looking down to Eternal Death. 

They saw the Saviour beyond the Pit of death & destruction; 

For whether they look’d upward they saw the Divine Vision, 

Or whether they look’d downward still they saw the Divine Vision 
Surrounding them on all sides beyond sin & death & hell. 


Urizen is perplexed and terrified because he sees that the 
Saviour is an incarnation of Luvah, and yet Luvah is also pre- 
sent in his own-world in the degraded form of Orc, the serpent, 
still feeding on the bread of materialism. He declares war on 
Los and Enitharmon, but, although he did not intend it, 
Doubt arises, “A Shadowy hermaphrodite, black & opake.” 
Reason becomes “Himself tangled in his own net, in sorrow, 
lust, repentance.”” Meanwhile Enitharmon gives universal form 
to the emanation which has been lacking to the spectres, 
Jerusalem, Spiritual Freedom, who conceives the Lamb of God. 


Then sang the sons of Eden round the Lamb of God, & said 
“Glory, Glory, Glory to the holy Lamb of God 

Who now beginneth to put off the dark Satanic body. 

Now we behold redemption. Now we know that life Eternal 
Depends alone upon the Universal hand, & not in us 

Is aught but death In individual weakness, sorrow & pain. 


* * * * 
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“We now behold the Ends of Beulah, & we now behold 

Where death Eternal is put off Eternally. 

Assume the dark Satanic’ body in the Virgin’s womb, 

O Lamb Divine! it cannot thee annoy. O pitying one, 

Thy pity is from the foundation of the World, & thy Redemption 
Begun Already in Eternity. Come then, O Lamb of God, 

Come, Lord Jesus, come quickly.” 


The Lamb of God is brought to trial by Reason. 


As it is written, he was number’d among the transgressors. 
* * * * 


Thus was the Lamb of God condemn’d to Death. 
They nail’d him upon the tree of Mystery, weeping over him 
And then mocking & then worshipping, calling him Lord & King. 


Los takes the Body from the Cross and buries it in a sepulchre 
which he had hewn for his own burial from the rock of 
Eternity, Jerusalem weeping the while. But the death of the 
Lamb has revealed the falsity of the religion of Mystery, which 
condemns individuals instead of the one thing beyond redemp- 
tion, error, “The State nam’d Satan.” Passion passing through 
revolt, which had not been capable of self-sacrifice, had sunk 
into this state as the serpent of hypocrisy, but now error is 
defined by the death of Jesus, who had sacrificed himself. 
Reason ‘has lost his power, and has become half repentant, half 
stupefied. Body and Spirit, weakened and depressed by the 
shadow of materialism, give allegiance to Poetry and Inspira- 
tion, though these are suffering from the general stupor. 


Thus in a living death the nameless shadow all things bound: 
All mortal things made permanent that they may be put off 
Time after time by the Divine Lamb who died for all, 

And all in him died, & he put off all mortality. 


The Night ends with the lamentation of Ahania, Pleasure, 
who had not yet beheld the Divine Vision, and the reply of 
Enion, who foresees the time when she herself, as the Genera- 
tive Instinct, shall be “as a thing forgotten’ when the mortal 
passes into immortality. She tells of what has happened in the 
World of Generation. . 
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“Listen. I will tell thee what is done in the caverns of the grave. 
The Lamb of God has rent the Veil of Mystery, soon to return 
In Clouds & Fires around the rock & the Mysterious tree. 
And as the seed waits Eagerly watching for its flower & fruit, 

_ Anxious its little soul looks out into the clear expanse 
To see if hungry winds are abroad with their invisible array, 
So Man looks out in tree & herb & fish & bird & beast 
Collecting up the scatter’d portions of his immortal body 
Into the Elemental forms of every thing that grows. 
He tries the sullen north wind, riding on its angry furrows, 
The sultry south when the sun rises, & the angry east 
When the sun sets; when the clouds harden & the cattle stand 
Drooping & the birds hide in their silent nests, he stores his thoughts 
As in a store house in his memory; he regulates the forms 
Of all beneath & all above, & in the gentle West 
Reposes where the Sun’s heat dwells; he rises to the Sun 
And to the Planets of the Night, & to the stars that gild 
The Zodiac, & the stars that sullen stand to north & south, 
He touches the remotest pole, & in the center weeps 
That Man should Labour & sorrow, & learn & forget, & return 
To the dark valley whence he came, to begin his labour anew. 
In pain he sighs, in pain he labours in his universe, 
Sorrowing in birds over the deep, & howling in the wolf 
Over the slain, & moaning in the cattle, & in the winds, 
And weeping over Orc, & Urizen in clouds & flaming fires, 
And in the cries of birth & in the groans of death his voice 
Is heard throughout the Universe; wherever a grass grows 
Or a leaf buds, The Eternal Man is seen, is heard, is felt, 
And all his sorrows, till he reassumes his ancient bliss.” 


But “Jerusalem wept over the Sepulcher two thousand 
years.” The religion of Mystery continues to prevail till “Satan 
divided against Satan’; error is not cast out but a new error 
replaces the old. 


The Ashes of Mystery began to animate; they call’d it Deism 
And Natural Religion; as of old, so now anew began 
Babylon again in Infamy, call’d Natural Religion. 


In “Night the Ninth Being The Last Judgment” error is 
realized and cast out. Los and Enitharmon build up Jerusalem, 
Spiritual Freedom, but, not knowing that Jesus has risen from 
the dead and is with them in spirit, they still weep over the 
sepulchre and over the crucified body. In his agony of grief 
Los destroys the material world, and then: 
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The heavens are shaken & the Earth remov’d from its place, 

The foundations of the Eternal hills discover’d: 

The thrones of Kings are shaken, they have lost their robes & crowns, 
The poor smite their oppressors, they awake up to the harvest, 

The naked warriors rush together down to the sea shore 

Trembling before the multitude of slaves set at liberty: 

They are become like wintry flocks, like forests strip’d of leaves: 

The oppressed pursue like the wind; there is no room for escape. 


The summons has sounded for the Last Judgment. The 
universe is consumed in the purifying “flames of mental fire,” 
and the Man, now awakened from the sleep that is life in the 
world of space and time, remembers his happiness in Eternity, 
contrasting it with the present misery. 


i 


“O weakness & O weariness! O war within my members! 

My sons, exiled from my breast, pass to & fro before me. 

My birds are silent on my hills, flocks die beneath my branches. 
My tents are fallen, my trumpets & the sweet sound of my harps 

Is silent on my clouded hills that belch forth storms & fire. 

My milk of cows & honey of bees & fruit of golden harvest 

Are gather’d in the scorching heat & in the driving rain. 

My robe is turned to confusion, & my bright gold to stone. 
Where once I sat, I weary walk in misery & pain, 

For within my wither’d breast grown narrow with my woes 
The Corn is turned to thistles & the apples into poison, 

The birds of song to murderous crows, My joys to bitter groans, 
The voices of children in my tents to cries of helpless infants, 
And all exiled from the face of light & shine of morning 

In this dark world, a narrow house, I wander up & down. 

I hear Mystery howling in these flames of Consummation. 

When shall the Man of future times become as in the days of old? 
O weary life! why sit I here & give up all my powers 

To indolence, to the night of death, when indolence & mourning 
Sit hovering over my dark threshold? tho’ I arise, look out 

And scorn the war within my members, yet my heart is weak 
And my head faint. Yet will I look again into the morning. 
Whence is this sound of rage of Men drinking each other’s blood, 
Drunk with the smoking gore, & red, but not with nourishing wine?” 


The Eternal Man sat on the Rock and cried with awful voice: 
“O Prince of Light, where art thou? I behold thee not as once 
In those Eternal fields, in clouds of morning stepping forth 
With harps & songs when bright Ahania sang before thy face 
And all thy sons & daughters gather’d round my ample table. 
See you not all this wracking furious confusion? 

Come forth from slumbers of thy cold abstraction! Come forth, 
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Arise to Eternal births! Shake off thy cold repose, 

Schoolmaster of souls, great opposer of change, arise! 

That the Eternal worlds may see thy face in peace & joy, 

That thou, dread form of Certainty, maist sit in town & village 
While little children play around thy feet in gentle awe, 

Fearing thy frown, loving thy smile, O Urizen, Prince of Light.” 


But Reason does not answer, and the Man, who knows that 
the Zoas must be his servants, threatens that he shall be cast out 
from Eternity unless he repents, because the error of reason is 
more insidious and deadly than that of passion. 


“My anger against thee is greater than against this Luvah, 

For war is energy Enslav’d, but thy religion, 

The first author of this war & the destruction of honest minds 

Into ‘confused perturbation & strife & horrour & pride, 

Is a deciet so detestable that I will cast thee out 

If thou repentest not, & leave thee as a rotten branch to be burn’d 
With Mystery the Harlot & with Satan for Ever & Ever. 

Error can never be redeemed in all Eternity, 

But Sin, Even Rahab, is redeem’d in blood & fury & jealousy— 
That line of blood that stretch’d across the windows of the morning— 
Redeem’d from Error’s power. Wake, thou dragon of the deeps!”” 


Then Urizen repents and renounces his mistaken rule over 
the other Zoas. Immediately his youth is renewed, and Ahania, 
his Emanation, joins him, but she dies from excess of joy: the 
time for Pléasure is not yet. After Urizen has confessed his error 
the universe is convulsed in the pangs of new birth. The Zoas, 
now acknowledging themselves the servants of Man, take on 
again their eternal forms and carry on joyfully. the work of 
regeneration, symbolized as sowing, reaping, threshing, and 
grinding corn for the Bread, and treading the grapes for the 
Wine. They know that “the Eternal Man is Risen,” though 
the Human harvest cannot share their joy until the Last 
Judgment is over, until there is neither chaff in the bread of 
knowledge, nor lees in the wine of ecstasy. 


Nature in darkness groans 
And Men are bound to sullen contemplation in the night: 
Restless they turn on beds of sorrow; in their inmost brain 
Feeling the crushing Wheels, they rise, they write the bitter words 
Of Stern Philosophy & knead the bread of knowledge with tears & groans. 
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The Sun has left his blackness & has found a fresher morning, 

And the mild moon rejoices in the clear & cloudless night, 

And Man walks forth from the midst of the fires: the evil is all consum’d. 
His eyes behold the Angelic spheres arising night & day; 

The stars consum’d like a lamp blown out, & in their stead, behold 
The Expanding Eyes of Man behold the depths of wondrous worlds! 
One Earth, one sea beneath; nor Erring Globes wander, but Stars 

Of fire rise up nightly from the Ocean; & one Sun 

Each morning, like a New born Man, issues with songs & joy 

Calling the Plowman to his labour & the Shepherd to his rest. 

He walks upon the Eternal Mountains, raising his heavenly voice, 
Conversing with Animal forms of wisdom night & day, 

That, risen from the Sea of fire, renew’d walk o’er the Earth; 

For Tharmas brought his flocks upon the hills, & in the Vales 

Around the Eternal Man’s bright tent, the little children play 

Among the wooly flocks. The hammer of Urthona sounds 

In the deep caves beneath; his limbs renew’d his Lions roar 

Around the Furnaces & in Evening sport upon the plains. 

They raise their faces from the Earth, conversing with the Man: 


“How is it we have walk’d thro’ fires & yet are not consum’d? 
How is it that all things are chang’d, even as in ancient times?” 


The Sun arises from his dewy bed, & the fresh airs 

Play in his smiling beams giving the seeds of life to grow, 

And the fresh Earth beams forth ten thousand thousand springs of life. 
Urthona is arisen in his strength, no longer now 

Divided from Enitharmon, no longer the Spectre Los. 

Where is the Spectre of Prophecy? where is the delusive Phantom? 
Departed: & Urthona rises from the ruinous Walls 

In all his ancient strength to form the golden armour of Science 

For intellectual War. The war of swords departed now, 

The dark Religions are departed & sweet Science reigns! 


The myth is intricate, the symbolism remote, the allusions to 
and reminiscences of the Bible, Plato, Milton, as obscure as 
they are abundant. Obscurer still and often unfathomable are 
Blake’s own associations with places and people whom he 
introduces. A summary can be but a handful of gleanings nor 
can the gleaner pretend to have chosen these impersonally and 
with a perfect discretion. Vala will only yield its harvest to the 
reader who is diligent as well as receptive. Some critics appear 
to have expected the crisp drama of a morality play, and 
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have in their disappointment transferred their own confusion 
of mind to Blake. It is essential to realize that Blake is making 
an attempt, impossible or absurd though it may be deemed, to 
describe experience, universal and individual, in its process and 
particularity, its psychological advances and retrogressions, 
without what he held to be the delusive and meretricious aid of 
logical dialectic, categories, and formulae. The student will 
often doubt his own intelligence, but his faith in Blake’s will 
increase. 

The manuscript of Vala was given to Linnell by Blake to- 
ward the close of his life: it contains some of his most beautiful 
drawings. 


It will have been seen that Blake’s tale of work during the 
Lambeth period is almost incredible. During these seven years 
he had been employed by the booksellers, though to a less 
extent after the commercial failure of the Night Thoughts; he 
had issued independently the series of printed drawings, and 
had produced the Lambeth books with their numerous designs 
and ornaments. Moreover, he had created in them and in Vala 
a new and complex mythology, the product not only of 
intellectual effort, but of intense personal experience and 
emotional conflict. The self-assertion of the Prospectus and other 
of his references to his own work masks the essential fear and 
trembling of which he spoke to the young Palmer, and is of 
the nature of a reaction and a reassurance. A sentence in the 
Rossetti MS. suggests that moments of superhuman energy 
were followed by desperate physical exhaustion. “I say I shan’t 
live five years, And if I live one it will be a Wonder, June 
1793. 

He allowed himself no relaxation and yet he loved laughter: 
laughter is perhaps what his life most lacked, and more 
sympathy and a little ease: he did not need to ride in the coach 
with pictured panels: but above all more laughter. His letter to 
Cumberland of 2nd July 1800 shows signs of mental fatigue, 
and also a dread of isolating himself in his absorption: “T begin 
to Emerge froma deep pit of Melancholy, Melancholy without 
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any real reason for it, a Disease which God keep you from & 
all good’ men. . . . I have been too little among friends, which - 
I fear they will not Excuse & I know not how to apologize for.” 

And again: “I feel very strongly that I neglect my Duty to 
my Friends, but It is not want of Gratitude or Friendship but 
perhaps an Excess of both.” 

Blake the man might well need change of scene, human 
sympathy, and relief from anxiety about the means of exist- 
ence, and a deus ex machina was even then descending, benefi- 
cent in intention, if somewhat obsolete in pattern. But the 
marriage bells of Heaven and Hell, announcing revolution to 
the sound of laughter, had now ceased to ring. Blake’s particular 
friend, the Angel so easily converted into a Devil, and the light- 
hearted Fairy of the Introduction to Europe, had failed him. 
Their places had been taken by those vehement and unhuman 
abstractions Urizen, Los, and the rest; even Orc, the Secret 
Child, was not yet identified with that other child whose birth 
was the symbol of regeneration and of peace. Blake the mystic 
had passed into the Dark Night of the Soul which, illumined 
now and then by dreams of dawn, would still last for some 
years. 


CHAPTER V 


FECPERAM 


And all this Vegetable World appeared on my left Foot 
As a bright sandal form’d immortal of precious stones & gold: 
I stooped down & bound it on to walk forward thro’ Eternity. 


Hayley is indeed a true poet; he has the fire and the invention of 
Dryden, without any of his absurdity; and he has the wit and ease of 
Prior. If his versification is a degree less polished than Pope’s, it is more 
various. We find the numbers sweet and flowing, and I think sufficiently 
abundant in the graces of harmony. 


S° spake the Swan of Lichfield of the Bard of Sussex, Anna 

Seward of William Hayley, who was to be Blake’s employer 
and constant companion for three years. Lest the curiosity of a 
too hopeful reader be aroused by Miss Seward’s praise it must 
be added that Hayley’s laurels are withered irrevocably: no 
critic will ever freshen them up and make them sappy with his 
praise: the last word is with Lord Byron, “For ever feeble and 
for ever tame.” But Hayley took his vocation seriously enough: 
in the monumental memoirs of himself and his son, for which 
he received a substantial annuity during the last twelve years 
of his life on condition that they were to be left ready for 
publication at his death, he is always the Poet, the Bard, the 
Hermit. He vented all his feeble thoughts and facile emotions 
in. verse, priding himself on ease and rapidity of composition. 
His opinions on History, Painting, Sculpture, Music, and Epic 
Poetry were expressed in Poetic Epistles; his sepulchral tribute 
to the dead was paid in a hundred or more epitaphs; he was 
accustomed to compose on his pillow brief nocturnal poems, 
and was even known to emit before breakfast four devotional 
stanzas. His most popular poem, The Triumphs of Temper, was 
undertaken because “‘his observation of the various effects of 
spleen on the female character induced him to believe that he 
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might render an important service to social life, if his poetry 
could induce his young and fair readers to cultivate the gentle 
qualities of the heart and maintain a constant flow of humour.” 
The persuasive influence of his “‘soft Serena” upon the peevish 
fair rewarded the poet’s labours, but her power has passed 
away. 

Hayley was not only a professional poet, he was also an 
amateur in art. During his Cambridge days he had taken lessons 
in watercolour and miniature painting with results very pleas- 
ing to himself and his friends. A letter to Cowper’s cousin, the 
Rev. John Johnson, shows his taste in matters artistic: 


What negligent idle rogues are you, and your painter: . . . Cannot your 
artist devise any neat and graceful mode of uniting the portraits of Milton 
and Cowper in one plate? Surely it may be done, either as busts, or as 
medallions. In the latter case, he might sketch an eagle, holding in his beak 
a ribband, or ring, from which may descend a medallion of Milton, and a 
dove, as its companion, with a similar image of Cowper. Or, if you prefer 
their busts, they may be placed on terms, or pilasters, forming the entrance 
to a bower, in which, at a distance, you should discover the Muse Urania 
in a pensive attitude, with her harp, and a Bible: the figure of the Muse 
much smaller than the features’ of the busts. 

If your artist has any dexterity of hand, and exercise of fancy, he may 
make something expressive and pleasing from these simple ideas, or he may 
draw two neat altars, inscribed to Piety, in the shady recess of a garden, 
placing the bust of Milton on one, and that of Cowper on the other; the 
first, near a Cedar or a Palm; the second, near a Cypress. 


Hayley numbered Gibbon, Romney, Flaxman, and Cowper 
among his friends, and to his creditable exertions Cowper owed 
his pension of £300. Flaxman had sent the Bard a copy of his 
‘young friend Blake’s Poetical Sketches, remarking in the spirit 
of the Mathew preface: “his education will plead sufficient 
excuse to your liberal mind for the defects of his work, and 
there are few so able to distinguish and set a right value on the 
beauties as yourself.” 

Hayley’s verdict on the poems is not recorded, but some 
fifteen years later, thanks again to Flaxman, he employed Blake 
to execute three engravings for his Essay on Sculpture, one from 
a bust of Pericles, one after a drawing by his illegitimate son of 


FELPHAM ; 131 


the Death of Demosthenes, and the third after a medallion by 
Flaxman of this Thomas Alphonso, the “dear diminutive 
Phidias,” who had been a pupil of Flaxman’s. Flaxman writes 
to Hayley, 29th January 1800, “I have delivered the Drawing 
of Demosthenes to Mr. Blake with the right Orthography of 
the Dedication to Neptune’; and again, 26th March 1800: 


It is equally surprizing and unaccountable that you have had no further 
news of the Engravings, for Mr. Howard finished a beautiful drawing from 
the Medallion of my Friend Thomas I think four weeks ago, since which 
time it has been in the hands of Mr. Blake and the copper plate from it is 
most likely done by this time, as well as that of the head of Pericles but 
perhaps you are not acquainted with Mr. Blake’s direction? it is No. 13 
Hercules Buildings near the Asylum, Surry Side of Westminster Bridge. 


On the st April Blake despatched his engraving of the 
medallion of Tom, who was then mortally ill. 


Hercules Buildings, Lambeth. 
1, April, 1800. 
Dear Sr, 


With all possible Expedition I send you a proof of my attempt to 
Express your & our Much Beloved’s Countenance. Mr: Flaxman has seen 
it & approved of my now sending it to you for your remarks. Your Sorrows 
and your dear son’s May Jesus and his Angels assuage & if it is consistent 
with his divine providence restore him to us & to his labours of Art & 
Science in this world. So prays a fellow sufferer & Your humble Servant, 


Wittm. Brake. 


But Hayley was dissatisfied with the result: in a letter 
about his son’s illness to Samuel Rose, written the and April, 
he says: 


Here is his long-expected medallion arrived today from the engraver 
Blake—& I must endeavour to be a Hero in another way & bear a most 
mortifying disappointment with serenity for mortifying you will allow it to 
be when I tell you the portrait instead of faithfully representing the dear 
juvenile pleasant Face of yr. Friend Exhibits a heavy sullen sulky Head 
which I can never present to the public Eye as the Image of a Being so 
tenderly and so justly beloved. 

I believe I must have a fresh outline & a mere outline instead of it— 
but I shall consult the dear artist himself on his own Head. 
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The engraving was sent back to Blake, who writes again, 
6th May, after the boy’s death: 


I am very sorry for your immense loss, which is a repetition of what all 
feel in this valley of misery and happiness mixed. I send the shadow of the 
departed angel, and hope the likeness is improved. The lips I have again 
lessened as you advise, and done a good many other softenings to the whole. 
I know that our deceased friends are more really with us than when they 
were apparent to our mortal part. Thirteen years ago I lost a brother, and 
with his spirit I converse daily and hourly in the spirit, and see him in my 
remembrance, in the regions of my imagination. I hear his advice, and even 
now write from his dictate. Forgive me for expressing to you my enthus- 
iasm, which I wish all to partake of, since it is to me a source of immortal 
joy, even in this world. By it I am the companion of angels. May you 
continue to be so more and more; and to be more and more persuaded that 
every mortal loss is an immortal gain. The ruins of Time build mansions in 
Eternity. 


Hayley acknowledged his sympathy by the gift of Al- 
phonso’s copy of The Triumphs of Temper with this character- 
istic inscription: 

Accept, my gentle visionary, Blake, 
Whose thoughts are fanciful and kindly mild; 


Accept, and fondly keep for friendship’s sake, 
This favour’d vision, my poetic child! 


Rich in more grace than fancy ever won, 
To thy most tender mind this book will be, 
For it belong’d to my departed son; 
So from an angel it descends to thee. 
W. H. July, 1800. — 


But he was not yet content with the portrait of Tom, and 
Blake paid a visit to Felpham in order to make a further attempt 
under his supervision. On 16th July he writes to Flaxman: 


As I find our good enthusiastic Friend Blake will (in his Zeal to render 
the Portraits of our beloved scholar more worthy of Him) extend the time 
of his Residence in the south a little longer than we at first proposed I shall 
not wait to transmit my Thanks to you for a Letter of infinite kindness by 
the worthy Engraver on his Return. 


After a reference to his plans for the mother of the lamented 
Thomas Alphonso, “I hope she will pass a respected & tranquill 
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evening of mortal existence in a neat and comfortable little 
mansion near the Grave of that justly idolized youth . . .” he 
continues: 


The good Blake is taking great pains to render all the Justice in his power 
to Romney’s exquisite portrait of Him, & I hope the two next prints will 
atone for all the defects of the engraved Medallion. 


The end of the letter is torn, but is to the effect that “the good 
Blake” will give Flaxman a history of what he has “done in the 
South on his Return,” and Hayley sends Nancy Flaxman a 
book which “shall travel to Her by the Favor of Blake.” 

Cowper had died a week earlier than Tom, and the afflicted 
Hayley determined to devote himself to immortalizing the 
memories of his friend and his son. He invited Blake to engrave 
the plates for his Life of Cowper, suggesting that he should live 
for a time at Felpham while employed on this and other work: 
this proposal no doubt originated during Blake’s visit. Hayley 
himself had just moved from the family property at Eartham to 
a “Marine Villa” at Felpham in order to retrench his expenses. 
Blake, as we have seen, was in the mood to welcome such a 
change. In August he went again to Felpham, and rented a 
cottage from the landlord of the Fox Inn for £20 a year. His 
gratitude to Flaxman for the introduction to Hayley which led 
to this arrangement was boundless; one of its expressions is to 
be found in the lines beginning “I bless thee, O Father of 
Heaven & Earth, that ever I saw Flaxman’s face,” a hymn of 
thanksgiving for his friends, earthly and heavenly, in which 
Hayley, the last recruit, joins Ezra and Isaiah, Shakespeare and 
Milton, Boehme and Paracelsus, Flaxman and Fuseli. It is well 
that Blake did not read Flaxman’s letter of 19th August to 
Hayley about the migration to Felpham or he would have 
accounted this corporeal friend a spiritual enemy. 


You may naturally suppose that I am highly pleased with the exertion 
of your usual Benevolence in favour of my friend Blake & as such an occa- 
sion offers you will perhaps be more satisfied in having the portraits en- 
graved under your own eye, than at a distance, indeed I hope that Blake’s 
residence at Felpham will be a mutual comfort to you & him, & I see no 
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reason why he should not make as good a livelihood there as in London, if 
he engraves & teaches drawing, by which he may gain considerably as also 
by making neat drawings of different kinds but if he places any dependence 
on painting large pictures, for which he is not qualified either by habit or 
study, he will be miserably deceived. 


Mrs. Blake also wrote to Mrs. Flaxman of their plans for a 
summer visit from the Flaxmans: “. . . & we not only talk but 
behold! the Angels of our journey have inspired a song to 
you”: then follow Blake’s verses “To My Dear. Friend, Mrs. 
Anna Flaxman”’: 


This Song to the flower of Flaxman’s joy, 
To the blossom of hope, for a sweet decoy; 
Do all that you can or all that you may, 

To entice him to Felpham & far away. 


Away to Sweet Felpham, for Heaven is there; 

The Ladder of Angels descends thro’ the air; 

On the Turret its spiral does softly descend, 

Thro’ the village then winds, at My Cot it does end. 


You stand in the village & look up to Heaven; 

The precious stones glitter on flights seventy seven; 
And My Brother is there, & My Friend & Thine, 
Descend and ascend with the Bread & the Wine. 


The Bread of sweet Thought & the Wine of delight 
Feeds the Village of Felpham by day & by night; 
And at his own door the bless’d Hermit does stand, 
Dispensing, Unceasing, to all the whole Land. 


Mrs. Blake was worn out by pleasurable excitement and 
domestic cares. Blake tells Hayley on 16th September that 
“My dear and too careful and over-joyous woman has ex- 
hausted her strength. . . .”” None the less, two days later they 
set out for Felpham between six and seven a.m., accompanied 
by Miss Blake. The journey lasted till 11.30 p.m., involving six 
changes of chaise and driver for themselves and their sixteen 
heavy boxes and portfolios, yet “All was Chearfulness & Good 
Humour on the Road.” The cottage, which is still standing, 
a six-roomed thatched cottage facing south with a verandah 


CATHERINE BLAKE 


From a pencil drawing by Blake on the back of a leaf 
of Hayley’s Ballads, about 1802 
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running the length of the house, smiled false promises in the 
summer weather. i 


Weare safe arrived at our Cottage, which is more beautiful than I thought 
it, & more convenient. It is a perfect Model for Cottages &, I think, for 
Palaces of Magnificence, only Enlarging, not altering its proportions, & 
adding ornaments & not principals. Nothing can be more Grand than its 
Simplicity & Usefulness. Simple without Intricacy, it seems to be the 
Spontaneous Effusion of Humanity, congenial to the wants of Man. No 
other formed House can ever please me so well; nor shall I ever be per- 
swaded, I believe, that it can be improved either in Beauty or Use. 


The village seemed a haven of peace and inspiration to the 
travellers. 


Felpham is a sweet place for Study, because it is more Spiritual than 
London. Heaven opens here on all sides her golden Gates; her windows 
are not obstructed by vapours; voices of Celestial inhabitants are more 
distinctly heard, & their forms more distinctly seen; & my Cottage is also 
a Shadow of their houses. 


The omens were propitious; the implements of labour and 
the very words of the labourers were symbols of promise. 


Work will go on here with God speed.—A roller & two harrows lie 
before my window. I met a plow on my first going out at my gate the first 
morning after my arrival, & the Plowboy said to the Plowman, “Father, 
The Gate is Open.” 


Heaven was scarcely veiled; surely here invention would be 
- . ° é . ° > 
inspired, and Execution, “the Chariot of Genius,” would move 
with speed and ease. 


And Now Begins a New life, because another covering of Earth is shaken 
off. Iam more famed in Heaven for my works than I could well concieve. 
In my Brain are studies & Chambers fill’d with books & pictures of old, 
which I wrote & painted in ages of Eternity before my mortal life; & those 
works are the delight & Study of Archangels. Why, then, should I be 
anxious about the riches or fame of mortality? The Lord our father will do 
for us & with us according to his divine will for our Good. 


Mr. Butts, whom Blake had addressed as “Dear Friend of 
My Angels,” is delighted with his luck. His letter shows the 
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easy relations between the two households, and also his concern 
about Blake’s heterodox opinions. 


Marlborough Street. 
Dear Sir, 

I cannot immediately determine whether or no I am dignified by the 
Title you have graciously conferred on me. You cannot but recollect the 
difficulties that have unceasingly arisen to prevent my discerning clearly 
whether your Angels are black, white, or grey, and that on the whole I have 
rather inclined to the former opinion and considered you more immediately 
under the protection of the black-guard; however, at any rate I should thank 
you for an introduction to his Highness’s Court, that, when refused admit- 
tance into other Mansions, I may not be received as a Stranger in this. 

I am well pleased with your pleasures, feeling no small interest in Your 
Happiness, and it cannot fail to be highly gratifying to me and my affection- 
ate Partner, to know that a Corner of your Mansion of Peace is asylumed to 
Her, and when invalided & rendered unfit for service who shall say she may 
not be quarter’d on your Cot—but for the present she is for active Duty and 
satisfied with requesting that if there is a Snug Berth unoccupied in any 
Chamber of your warm Heart, that her Portrait may be suspended there, at 
the same time well aware that you, like me, prefer the Original to the Copy. 

Your good Wife will permit, & I hope may benefit from, the Embraces 
of Neptune, but she will presently distinguish betwixt the warmth of his 
Embraces & yours, & court the former with caution. I suppose you do not 
admit of a third in that concern, or I would offer her mine even at this 
distance. Allow me before I draw a Veil over this interesting Subject to 
lament the frailty of the fairest Sex for who alas! of us, my good Friend, 
could have thought that so good a Woman would ever have exchanged 
Hercules Buildings for Neptune’s Bed,— 


So Virtuous a Woman would ever have fled 
from Hercules Buildings to Neptune’s Bed? 


Whether you will be a better Painter or a better Poet from your change 
of ways & means I know not, but this I predict, that you will be a better 
Man—excuse me, as you have been accustomed from friendship to do, but 
certain opinions imbibed from reading, nourish’d by indulgence, and 
rivetted by a confined Conversation, and which have been equally pre- 
judicial to your Interest & Happiness, will now, I trust, disperse as a Day- 
break Vapour, and you will henceforth become a Member of that Com- 
munity of which you are at present, in the opinion of the Archbishop of 
Canterbury, but a Sign to mark the residence of dim incredulity, haggard 
suspicion, & bloated philosophy—whatever can be effected by sterling sense, 
by opinions which harmonize society and beautify creation, will in future 
be exemplified in you, & the time I trust is not distant, and that because I 
truly regard you, when you will be a more valorous Champion of Revela- 
tion & Humiliation than any of those who now wield the Sword of the 
Spirit; with your natural & acquired Powers nothing is wanting but a 
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proper direction of them, & altho’ the way is both straight & narrow I know 
you too well to fear your want of resolution to persevere & to pursue it— 
you have the Plough & the Harrow in full view & the Gate you have been 
prophetically told is Open; can you then hesitate joyfully to enter into it? 
I have much to congratulate you on. Meat cheap, Music for nothing, 

a command of the Sea, and brotherly affection fluttering around ye—The 
Arts have promised to be propitious and the Graces will courtesy to your 
wishes— 

Happy, happy, happy Pair, 

On Earth, in Sea, or eke in Air, 

In. morn, at noon, and thro’ the Night 

From Visions fair receiving light, 

Long may ye live, your Guardians’ Care, 

_ And when ye die may not a Hair 

Fall to the lot of Demons black, 

Be singed by Fire, or heard to crack, 

But may your faithful Spirit upward bear 

Your gentle Souls to Him whose care 

Is ever sure and ever nigh 

Those who on Providence rely, 

And in his Paradise above 

Where all is Beauty, Truth & Love, 

O May ye be allowed to chuse 

For your firm Friend a Heaven-born Muse, 

From purest Fountains sip delight, 

Be cloathed in Glory burning bright, 

For ever blest, for ever free, 

The loveliest Blossoms on Life’s Tree. 


I have no more Nonsense for you just now, but must assure you that I 
shall always sincerely devote myself to your service when my humble 
endeavours may be useful. 

Mrs. Butts greets your Wife & charming Sister with a holy kiss and I, with 
old Neptune, bestow my Embraces there also—for yourself I commend you 
to the protection of your Guard & am, ; 

Dear Sir, 
Yours most cordially 
& faithfully 


Blake exchanges for “‘your very beautiful & encouraging 
Verses” “a return of verses, such as Felpham produces by me, 
tho’ not such as she produces by her Eldest Son.” No, indeed, 
poor Hayley! They are the lines beginning: 

To my Friend Butts I write 


My first Vision of Light, 
On the yellow sands sitting. 
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But Blake was too happy for irony. Hayley was still a poet and 
a brother. 

One of Blake’s first tasks was to decorate Hayley’s new 
library at Felpham with eighteen heads nearly life size, among 
them Shakespeare, Homer, Camoens, Sir Philip Sidney, 
Cowper with his favourite dog, Thomas Alphonso Hayley 
encircled by doves, Ercilla, Ariosto, and Spenser. These paint- 
ings are now in the possession of the Manchester Corporation 
Art Gallery. He also illustrated, and printed with Mrs. Blake’s 
help, Hayley’s ballad, Little Tom the Sailor, which was sold for 
the benefit of a Folkestone widow whose son had been 
drowned. For a time things went gaily enough. Blake was even 
a little suspicious of his unwonted high spirits. 


Time flies very fast and very merrily. I sometimes try to be miserable 
that I may do more work, but find it is a foolish experiment. Happinesses 
_ have wings and wheels; miseries are leaden legged, and their whole employ- 
ment is to clip the wings and to take off the wheels of our chariots. We 
determine, therefore, to be happy and do all that we can, tho’ not all that 
we would. 


He became Hayley’s pupil in miniature painting, and sent 
Mrs. Butts a portrait of her husband, but was dissatisfied with 
the memory picture—‘‘for I have now discovered that without 
Nature before the painter’s Eye, he can never produce any 
thing in the walks of Natural Painting.” For a time at least 
miniature painting was a pleasant change from engraving, and 
he had numerous sitters from the neighbourhood, but as 
Hayley made progress with his Life of Cowper Blake’s time was 
mainly occupied in engraving the illustrations, printing them 
in his own excellent press, which had cost forty pounds. He 
was delighted with Cowper’s letters, “Perhaps, or rather Cer- 
tainly, the very best letters that were ever published.” Did not 
the delightful letter recording a dream, in which Milton 
appeared “very gravely, but very neatly attired in the fashion 
of his day’’ and they talked about Paradise Lost, bring the first 
suggestion of Blake’s symbolic book of Milton? It is not re- 
corded whether he shared that enthusiasm for the “Yardley 
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Oak” which moved Hayley to send for “‘a large lump” of the 
roots to be made into “‘nice little boxes, for the toilette of the 
fair.” 

His sympathy with Cowper is shown by a later note. 


Cowper came to me and said: “O that I were insane always. I will never 
rest. Can you not make me truly insane? I will never rest till Iam so. O that 
in the bosom of God I was hid. You retain health and yet are as mad as any 
of us all—over us all—mad as a refuge from unbelief—from Bacon, New- 
ton, and Locke. 


Cowper’s cousin, the Rev. John Johnson, who had been 
with him during his last illness, paid a visit to Felpham that he 
might give Hayley some help with the Life of Cowper. Blake 
describes him as “a happy Abstract, known by all his Friends 
as the Most innocent forgetter of his own Interests.”’ He paint- 
ed a miniature of Johnson, and panels for his chimney-piece 
at Yaxham Rectory of “Winter,” “Evening,” and “Olney 
Bridge.” 

Blake rejoiced in the negotiations which led to the Peace of 
Amiens, and had dreams of a visit to Paris, a project which was 
never carried out. In a letter to Flaxman of 19th October 1801 


he says: 


The Reign of Literature & the Arts commences. Blessed are those who 
are found studious of Literature & Humane & polite accomplishments. 
Such have their lamps burning and such shall shine as the stars. . . . 

Now I hope to see the Great Works of Art, as they are so near to Felp- 
ham; Paris being scarce further off than London. But I hope that France & 
England will henceforth be as One Country and their Arts One, & that you 
will ere long be erecting Monuments In Paris—Emblems of Peace. 


In the same letter he speaks of sending Flaxman his designs 
for Comus when finished. Hayley had written to Flaxman the 
day before: “it is with great delight I assure you, that our good 
Blake grows more & more attach’d to this pleasant marine 
village, & seems to gain in it a perpetual Increase of improving 
Talents, & settled comfort.” 

But the first hint of trouble had already appeared in a letter 
to Butts of 11th September. The fussy, possessive Hayley has 
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begun to constitute himself Blake’s mentor. We can hear the 
echo of his voice in Blake’s playful self-depreciation: 


Time flies faster (as it seems to me) here than in London. I labour inces- 
santly & accomplish not one half of what I intend, because my Abstract 
folly hurries me often away while I am at work, carrying me over Moun- 
tains & Valleys, which are not Real, in a Land of Abstraction where Spectres 
of the Dead wander. This I endeavour to prevent & with my whole might 
chain my feet to the world of Duty & Reality; but in vain! the faster I bind, 
the better is the Ballast; for I, so far from being bound down, take the world 
with me in my flights, and often it seems lighter than a ball of wool rolled 
by the wind. Bacon & Newton would prescribe ways of making the world 
heavier to me, and Pitt would prescribe distress for a medicinal potion; but 
as none on Earth can give me Mental Distress, & I know that all Distress 
inflicted by Heaven is a Mercy, a Fig for all Corporeal! Such Distress is 
My mock and scorn. Alas! wretched, happy, ineffectual labourer of time’s 
moments that Iam! who shall deliver me from this Spirit of Abstraction & 
Improvidence? Such, my Dear Sir, Is the truth of my state, & I tell it you 
in palliation of my seeming neglect of your most pleasant orders. 


Meanwhile Hayley, self-satisfied, sentimental, and insensi- 
tive, was indulging his old-lady-like propensities— 


Of H.’s birth this was the happy lot, 
His Mother on his Father him begot— 


by treating his long-suffering protégé as little better than a 
hired companion. His presence was indispensable while Hayley 
Was composing. 


I say we, for the warm-hearted indefatigable Blake works daily at my side, 
on the intended decorations of our biography. Engraving, of all human 
works, appears to require the largest portion of patience, and he happily 
possesses more of that inestimable virtue, than I ever saw united before to 
an imagination so lively and so prolific. 


Blake’s patience was also required to carry out bright little 
ideas of Haley’s own. For instance, Hayley was not pleased with 
Flaxman’s sketches for Cowper’s tomb, 


and presumptuously have tried myself to out-design my dear Flaxman 
himself on this most animating occasion. I formed, therefore, a device of 
the Bible upright supporting “The Task” with a laurel wreath and Palms, 
such as I send you neatly copied by our kind Blake. . . . If her Ladyship 
[Lady Hesketh] and Flaxman are as much pleased with my idea, as the good 
Blake and Paulina of Lavant are, all our difficulties on this grand monu- 
mental contention will end most happily. 
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Sometimes he even acted as amanuensis to Hayley, whose 
eyes were weak, but not too weak to inflict his favourite 
Klopstock on his companion. Blake, it would appear, had 
already recorded his opinion of Klopstock, usually printed in 
these polite days in an expurgated form, and must have 
exercised some control in not pouring out the full torrent of 
the original on Hayley’s head. The MS. “Genesis The Seven 
Days of the Created World,” about two hundred lines of 
blank verse, obviously not by Blake himself, is probably a 
translation of Klopstock by Hayley, transcribed by Blake. 
Hayley’s own opera, nocturnal and diurnal, also formed part 
of his patient companion’s pabulum, “the Verses that Hayley 
sung When my heart knock’d against the roof of my tongue.” 
The Greek lessons based on Cowper’s translation of the Iliad 
must have been some alleviation, and perhaps also the morning 
ride, Hayley, with his umbrella, leading, no doubt, on a 
charger, and Blake paying sufficient attention to the physical 
world to follow him in safety on Bruno, the pony lent to him 
by Miss Harriet Poole of Lavant, with whom Hayley was in 
the habit of breakfasting twice a week. Together they visited 
neighbours such as Miss Poole and were present at the death-bed 
of Hayley’s old servant, William. Hayley’s friends were as blind 
as himself in their patronage. Lady Bathurst, to whose children 
Blake had given some drawing lessons, proposed to engage him 
as salaried painter in ordinary to the family, and the only order he 
ever refused, a set of handscreens, is supposed to have been hers. 

Enough has been said to show that the atmosphere of Felp- 
ham would have been sufficiently trying to any person of 
aesthetic and ecstatic tendencies, intolerable to the poet and 
artist, and still more intolerable to the mystic whose absorbing 
spiritual conflicts must of themselves precipitate him suddenly 
from high heavenly places into caverns of seemingly endless 
gloom. “The Visions were angry with me at Felpham,” Blake 
used to say in after years. In Lambeth it had at least been 
possible to secure solitude, but at Felpham Hayley was all- 
pervasive. Well might the spiritual form of his umbrella 
frighten visions away. 
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It is to Blake’s credit that the storm was so slow in bursting. 
In his letter to Butts of roth January 1802 there is an ominous 
rumble. He begins by saying that he has been ill, and Mrs. 
Blake, who had been constantly plagued by ague and rheu- 
matism, very ill. Then he confides to Butts that: 


When I came down here, I was more sanguine than I am at present; 
but it was because I was ignorant of many things which have since occurred, 
& chiefly the unhealthiness of the place. Yet I do not repent of coming on 
a thousand accounts; & Mr. H., I doubt not, will do ultimately all that both 
he & I wish—that is, to lift me out of difficulty; but this is no easy matter 
to a man who, having Spiritual Enemies of such formidable magnitude, 
cannot expect to want natural hidden ones. 


Then follows a refusal of pecuniary help from Butts: “our 
expenses are small, & our income, from our incessant labour, 
fully adequate to them at present.” 

Later in the same letter he recurs to his confidences and 
enlarges on the situation: 


But you have so generously & openly desired that I will divide my griefs 
with you, that I cannot hide what it has now become my duty to explain.— 
My happiness has arisen from a source which, if explor’d too narrowly, 
might hurt my pecuniary circumstances, As my dependence is on Engraving 
at present, & particularly on the Engravings I have in hand for Mr. H.: 
& I find on all hands great objections to my doing anything but the meer 
drudgery of business, & intimations that if I do not confine myself to this, 
I shall not live; this has always pursu’d me. You will understand by this 
the source of all my uneasiness. This from Johnson & Fuseli brought me 
down here, & this from Mr. H. will bring me back again; for that I cannot 
live without doing my duty to lay up treasures in heaven is Certain & Deter- 
mined, & to this I have long made up my mind, & why this should be made 
an objection to Me, while Drunkenness, Lewdness, Gluttony & even Idle- 
ness itself, do not hurt other men, let Satan himself Explain. The Thing I 
have most at Heart—more than life, or all that seems to make life comfort- 
able without—Is the Interest of True Religion & Science, & whenever any 
thing appears to affect that Interest (Especially if I myself omit any duty to 
my Station as a Soldier of Christ), It gives me the greatest of torments. Iam 
not ashamed, afraid, or averse to tell you what Ought to be Told: That I am 
under the direction of Messengers from Heaven, Daily & Nightly; but the 
nature of such things is not,.as some suppose, without trouble or care. Temp- 
tations are on the right hand & left; behind, the sea of time & space roars 
and follows swiftly; he who keeps not right onward is lost, & if our footsteps 
slide in clay, how can we do otherwise than fear & tremble? but I should 
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not have troubled You with this account of my spiritual state, unless it had 
been necessary in explaining the actual cause of my uneasiness, into which 
you are so kind as to Enquire; for I never obtrude such things on others 
unless question’d, & then I never disguise the truth.—But if we fear to do 
the dictates of our Angels, & tremble at the Tasks set before us; if we refuse 
to do Spiritual Acts because of Natural Fears or Natural Desires! Who can 
describe the dismal torments of such a state!—I too well remember the 
Threats I heard!—“If you, who are organized by Divine Providence for 
spiritual communion, Refuse, & bury your Talent in the Earth, even tho’ 
you should want Natural Bread, Sorrow & Desperation pursues you thro’ 
life, & after death shame & confusion of face to eternity. Every one in 
Eternity will leave you, aghast at the Man who was crown’d with glory & 
honour by his brethren, & betray’d their cause to their enemies. You will 
be call’d the base Judas who betray’d his Friend!’”,—Such words would make 
any stout man tremble, & how then could I be at ease? But I am no longer 
in That State, & now go on again with my Task, Fearless, and tho’ my 
path is difficult, I have no fear of stumbling while I keep it. 

My wife desires her kindest Love to Mrs. Butts, & I have permitted her 
to send it to you also; we often wish that we could unite again in Society, 
& hope that the time is not distant when we shall do so, being determin’d 
not to remain another winter here, but to return to London. 


I hear a Voice you cannot hear, that says I must not stay, 
I see a Hand you cannot see, that beckons me away. 


Naked we came here, naked of Natural things, & naked we shall return; 
but while cloth’d with the Divine Mercy, we are richly cloth’d in Spiritual 
& suffer all the rest gladly. ... 


Blake’s miniatures help us to picture Mr. and Mrs. Butts 
receiving this letter; she, perhaps, thought it a trifle fantastic, 
and he, though his eyes twinkled a little, damned Hayley for a 
fool: there was no taint of “holiness” or “‘officious brother- 
hood” in Mr. Butts, despite his respect for the Archbishop of 
Canterbury. Blake’s two letters to him of 22nd November 
1802 were written in the lull before the storm: 


And now let me finish with assuring you that, Tho’ I have been very 
unhappy, I am so no longer. I am again Emerged into the light of day; 
I still & shall to Eternity Embrace Christianity and Adore him who is the 
Express image of God; but I have travel’d thro’ Perils & Darkness not unlike 
a Champion. I have Conquer’d, and shall Go on Conquering. Nothing 
can withstand the fury of my Course among the Stars of God & in the 
Abysses of the Accuser. My Enthusiasm is still what it was, only Enlarged 
and confirm’d. 


L 
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The second letter encloses some verses written a year before 
“which My Wife desires me to Copy out & sed you with her - 
kind love & Respect”’, the lines beginning “With happiness 
stretch’d across the hills, the history of an hour in the three 
years’ struggle amid the incompatibilities of Felpham, 


With Angels planted in Hawthorn bowers 
And God himself in the passing hours, 


and Hayley reading his own verses aloud. The poem ends with 
one of those triumphs of the spirit which prolonged the 
struggle: 

Now La fourfold vision see, 

And a fourfold vision is given to me; 

’Tis fourfold in my supreme delight 

And threefold in soft Beulah’s night 

And twofold Always. May God us keep 

From Single vision & Newton’s sleep! 


Blake’s confidences to Butts must be supplemented by his 
account of the quarrel in the symbolic book of Milton, partly 
written at Felpham. The story can be deciphered from the 
Bard’s Song in the earlier pages of the First Book, where certain 
states or aspects of the persons concerned are personified. 
Hayley, in the aspect inimical to Blake’s spiritual welfare and 
poetic and artistic inspiration, figures as Satan; Blake forbear- 
ing and pitiful as Palambron, indignant with Hayley and 
fighting for his spiritual interests symbolized by Michael, as 
Rintrah; Mrs. Blake, the peacemaker, as Enitharmon; Hayley’s 
feeble muse as Leutha; and Blake’s poetic inspiration as 
Elynittria. For the division into Angels and Devils of The 
Marriage of Heaven and Hell is substituted a fourfold classifica- 
tion, the Elect, the conventionally moral and religious, the 
Reprobate or Transgressors, “who never cease to Believe,” 
corresponding to the Devils of the Marriage of Heaven and Hell, 
and an intermediate class of the Redeemed “Who live in 
doubts & fears perpetually tormented by the Elect,” “They are 
the Two Contraries & the Reasoning Negative.” But the 
Eternal Man is none of these: 
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Here the Three Classes of Men take their Sexual texture, Woven, 
The Sexual is Threefold; the Human is Fourfold. 


Hayley, of course, belonged to the Elect, Blake as Palambron 
to the Redeemed, but as Rintrah to the Reprobate. Hayley’s 
interference is described as: 

. .. Satan’s mildness and his self-imposition, 


Seeming a brother, being a tyrant, even thinking himself a brother 
While he is murdering the just: 


Blake is in a dilemma; if he shows anger Hayley will accuse 
him of ingratitude, but he has not forgotten the truth of his 
Song of Experience, ““A Poison Tree,” and reflects that: 

If you account it Wisdom when you are angry to be silent and 

Not to shew it, I do not account that Wisdom, but Folly. 

Every Man’s Wisdom is peculiar to his own Individuality. 
He attempts a persuasive explanation. Hayley, annoyed but 
tearfully sentimental, asserts that the fault is on Blake’s side, 
and denies that he has exercised any restraint. They come 
to an understanding that Blake shall not curb himself “in pity 
false’ or Hayley be active “in officious brotherhood.” But 
Blake cannot keep his originality out of his work for Hayley, 
and Hayley, incapable of giving him a free hand, is dissatisfied 
with the results. Blake is angry and there is a crisis—“this 
mournful day Must be a blank in Nature”; no work is done, 
but the Blakes and Hayley fruitlessly discuss the situation. Hot 
words on both sides might have led to a genuine reconciliation, 
but Blake, now “reprobate,” is indignant at Hayley’s soft 
dissimulation of friendship. Exhausted by spiritual conflict 
Blake prays in despair. 

:O God, protect me from my friends, that they have not power over me. 
Thou has giv’n me power to protect myself from my bitterest enemies. 


Hayley, “not having the Science of Wrath, but only of 
Pity” (which may be translated as sentimentality where Blake 
uses the word in a bad sense), finally lost his temper, and, as 
Blake had feared, accused him of ingratitude and malice. Mrs. 
Blake, who apparently had some sympathy to spare for Hayley 
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as Enitharmon is described as having “‘kissed Satan,” tries in 


vain to make peace. Then Blake comes to the conclusion which ~ 


is voiced by Hayley’s muse, Leutha, that Hayley’s “admiration 
join’d with envy” of Blake had caused the trouble; hence the 
provoking attempts to tyrannize over Blake which had caused 
Hayley: 


To do unkind things in kindness; with pores arm’d to say 
The most irritating things in the midst of tears and love: 


Finally the quarrel ended with a friendly agreement that the 
Blakes should return to London, as Blake tells Butts in his letter 
of 25th April 1803: ' 


And now, My Dear Sir, Congratulate me on my return to London, with 
the full approbation of Mr. Hayley & with Promise—But, Alas! 

Now I may say to you what perhaps I should not dare to say to anyone 
else: That I can alone carry on my visionary studies in London unannoy’d, 
& that I may converse with my friends in Eternity, See Visions, Dream 
Dreams & prophecy & speak Parables unobserv’d & at liberty from the 
Doubts of other Mortals; perhaps Doubts proceeding from Kindness, but 
Doubts are always pernicious, Especially when we Doubt our Friends. 
Christ is Very decided on this Point: “He who is Not With Me is Against 
Me.” There is no Medium or Middle state; & if a Man is the Enemy of my 
Spiritual Life while he pretends to be the Friend of my Corporeal, he is a 
Real Enemy—but the Man may be the friend of my Spiritual Life while he 
seems the Enemy of my Corporeal, but Not Vice Versa. 


In a further letter to Butts of 6th July 1803 Blake returns to 
the subject: 


As to Mr. H., I feel myself at liberty to say as follows upon this ticklish 
subject: I regard Fashion in Poetry as little as I do in Painting; so, if both 
Poets & Painters should alternately dislike (but I know the majority of them 
will not), I am not to regard it at all, but Mr. H. approves of My Designs 
as little as he does of my Poems, and I have been forced to insist on his 
leaving me in both to my own Self Will; for I am determin’d to be no 
longer Pester’d with his Genteel Ignorance & Polite Disapprobation. I know 
myself both Poet & Painter, & it is not his affected Contempt that can move 
to anything but a more assiduous pursuit of both Arts. Indeed, by my late 
Firmness I have brought down his affected Loftiness, & he begins to think 
I have some Genius: as if Genius & Assurance were the same thing! but his 
imbecile attempts to depress Me only deserve laughter. I say this much to 
you, knowing that you will not make a bad use of it. But it is a Fact too 
true That, if had only depended on Mortal Things, both myself & my wife 
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must have been Lost. I shall leave everyone in This Country astonish’d at 
my Patience & Forbearance of Injuries upon Injuries; & I do assure you that, 
if I could have return’d to London a Month after my arrival here, I should 
have done so, but I was commanded by my Spiritual friends to bear all, to 
be silent, & to go thro’ all without murmuring, &, in fine, hope, till my 
three years shall be almost accomplish’d; at which time I was set at liberty 
to remonstrate against former conduct & to demand Justice & Truth; which 
I have done in so effectual a manner that my antagonist is silenc’d com- 
pletely, & I have compell’d what should have been of freedom—My Just 
Right as an Artist & as a Man; & if any attempt should be made to refuse 
me this, I am inflexible & will relinquish any engagement of Designing at 
all, unless altogether left to my own Judgment, As you, My Dear Friend, 
have always left me; for which I shall never cease to honour and respect 
yous atk ay 

When we meet, I will perfectly describe to you my Conduct & the Con- 
duct of others towards me, & you will see that I have labour’d hard indeed 
& have been borne on angel’s wings. 


In the interval before these last two letters to Butts Blake had 
written a long letter to his brother James. It is the only letter 
extant to a member of his own family. Two projects are men- 
tioned which came to nothing, another country home and 
lucrative publication on a large scale. Blake had been much 
impressed by Hayley’s business capacity, though the master- 
stroke by which he secured a handsome annuity from his 
publisher was yet to come. 


To JAMES BLAKE.° Felpham. 
JanY. 30, 1803. 
DEAR BROTHER, 

Your Letter mentioning Mr. Butts’ account of my Ague surprized me 
because I have no Ague, but have had a Cold this Winter. You know that 
it is my way to make the best of everything. I never make myself nor my 
friends uneasy if I can help it. My Wife had had Agues & Rheumatism 
almost ever since she has been here, but our time is almost out that we took 
the Cottage for. I did not mention our Sickness to you & should not to Mr. 
- Butts but for a determination which we have lately made, namely To Leave 
This Place, because I am now certain of what I have long doubted, Viz 
that H. is jealous as Stothard was & will be no further My friend than he is 
compell’d by circumstances. The truth is, As a Poet he is frightened at 
me & as a Painter his views & mine are opposite; he thinks to turn me into 
a Portrait Painter as he did Poor Romney, but this he nor all the devils in 
hell will never do. I must own that seeing H. like S., envious (& that he is 
I am now certain) made me very uneasy, but it is over & I now defy the 
worst & fear not while I am true to myself which I will be. This is the 
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uneasiness I spoke of to Mr. Butts, but I did not tell him so plain & wish 
you to keep it a secret & to burn this letter because it speaks so plain. 

I told Mr. Butts that [I] did not wish to explain too much the cause of 
our determination to leave Felpham because of pecuniary connexions be- 
tween H. & me—Be not then uneasy on any account & tell my Sister not to 
be uneasy, for I am fully Employed & Well Paid. I have made it so much 
H’s interest to employ me that he can no longer treat me with indifference - 
& now it is in my power to stay or return or remove to any other place that 
I choose, because I am getting beforehand in money matters. The Profits 
arising from Publications are immense, & I now have it in my power to 
commence publication with many very formidable works, which I have 
finished & ready. A Book price half a guinea may be got out at the Expense 
of Ten pounds & its almost certain profits are 500 G. I am only sorry that 
I did not know the methods of publishing years ago, & this is one of the 
numerous benefits I have obtained by coming here, for I should never have 
known the nature of Publication unless I had known H. & his connexions 
& his method of managing. It now would be folly not to venture publishing. 
I am now engraving Six little plates for a little work of Mr. H’s, for which 
Iam to have 10 Guineas each, & the certain profits of that work are a fortune 
such as make me independent, supposing that I would substantiate such a: 
one of my own & I mean to try many. But I again say as.I said before, We 
are very Happy sitting at tea by a wood fire in our Cottage, the wind sing- 
ing about our roof & the Sea roaring at a distance but if sickness comes all 
is unpleasant. 

But my letter to Mr. Butts appears to me not to be so explicit as that to 
you, for I told you that I should come to London in the Spring to commence 
Publisher & he has offered me every assistance in his power without know- 
ing my intention. But since I wrote yours we had made the resolution of 
which we informed him viz to leave Felpham entirely. I also told you what 
I was about & that I was not ignorant of what was doing in London in works 
of art. But I did not mention Illness because I hoped to get better (for I was 
really very ill when I wrote to him the last time) & was not then perswaded 
as I am now that the air tho’ warm is unhealthy. 

However, this I know will set you at Ease. I am now so full of work that 
I have had no time to go on with the Ballads, & my prospects of more & 
more work continually are certain. My Heads of Cowper for Mr. H’s life of 
Cowper have pleased his Relations exceedingly & in Particular Lady 
Hesketh and Lord Cowper—to please Lady H. was a doubtful chance who 
almost ador’d her Cousin the poet & thought him all perfection, & she writes 
that she is quite satisfied with the portraits & charm’d by the great Head in 
particular, tho’ she never could bear the original Picture. 

But I ought to mention to you that our present idea is: To take a house 
in some village further from the Sea, Perhaps Lavant, & in or near the road 
to London for the sake of convenience. I also ought to inform [you] that I 
read your letter to Mr. H. & that he is very afraid of losing me & also very 
afraid that my Friends in London should have a bad opinion of the reception 
he has given to me. But My Wife has undertaken to Print the whole number 
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of the Plates for Cowper’s work, which she does to admiration, & being 
under my own eye the prints are as fine as the French prints & please every- 
one, In short I have got everything so under my thumb that it is more 
profitable that things should be as they are than any other way, tho’ not so 
agreeable, because we wish naturally for friendship in preference to interest. 
The Publishers are already indebted to My Wife Twenty Guineas for work 
deliver’d; this is a small specimen of how we go on. Then fear nothing & let 
my Sister fear nothing because it appears to me that I am now too old & 
have had too much experience to be any longer imposed upon, only illness 
makes all uncomfortable & this we must prevent by every means in our 
power. 


I send with this 5 Copies of N 4 of the Ballads for Mrs. Flaxman and Five 
more, two of which you will be so good as to give to Mrs. Chetwynd if she 
should call or send for them. These Ballads are likely to be Profitable, for we 
have Sold all that we have had time to print. Evans the Bookseller in Pall 
Mall says they go off very well, & why should we repent of having done 
them? it is doing Nothing that is to be repented of & not doing such things 
as these. 

Pray remember us both to Mr. Hall when you see him. 

I write in great haste & with a head full of botheration about various 
projected works & particularly a work now Proposed to the Public at the 
end of Cowper’s Life which will very likely be of great consequence. It is 
Cowper’s Milton, the same that Fuseli’s Milton Gallery was painted for, & 
if we succeed in our intentions the prints to this work will be very profitable 
to me and not only profitable, but honourable at anyrate. The Project 
pleases Lord Cowper’s family, & I am now labouring in my thoughts 
Designs for this & other works equally creditable. These are works to be 
boasted of, & therefore I cannot feel depress’d, tho’ I know that as far as 
Designing & Poetry are concern’d I am envied in many quarters, but I will 
cram the dogs, for I know that the Public are my friends & love my works 
& will embrace them whenever they see them. My only Difficulty is to 
produce fast enough. 

I go on Merrily with my Greek & Latin; am very sorry that I did not 
begin to learn languages early in life as I find it very easy; am now learning 
my Hebrew 31x, I read Greek as fluently as an Oxford scholar & the 
Testament is my chief master: astonishing indeed is the English Translation, 
it is almost word for word, & if the Hebrew Bible is as well translated, 
which I do not doubt it is, we need not doubt of its having been translated 
as well as written by the Holy Ghost. 

My wife joins me in Love to you both. 

Iam, 
Sincerely Yours, 
W. Brake. 


The Ballads founded on Anecdotes Relating to Animals, 
which are referred to in this letter, were written by Hayley and 
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illustrated by Blake. The intention was to publish them in half- 
crown parts, each containing one ballad and three engravings, 
but the enterprise was a failure and only four parts were issued. 
The Preface by Hayley explains that Blake had come from 
London in order to engrave the plates for his Life of Cowper, 
and that “there is hardly any kind of ingenious employment 
in which the mind requires more to be cleared and diverted, 
than the slow, and sometimes very irksome, progress of 
engraving; Especially, when that art is exercised by a person of 
varied talents and of a creative imagination.” He had therefore 
written these ballads “to Amuse the Artist in his patient 
labour,” and wished that he should profit by the illustrations he 
had made for them. In 1805 another edition, was published by 
Phillips, containing five plates of reduced size but more finished 
execution, two of which had not appeared before. Hayley had 
suggested that Blake should write an advertisement for this 
issue, and in a letter of 25th April 1805 Blake says: 


Simplicity, as you desire, has been my first object. I sent it for your 
correction or condemnation, begging you supply its deficiency or to new 
create it according to your wish: 

“The public ought to be informed that the Ballads were the effusions of 
friendship to countenance what their author is kindly pleased to call talents 
for designing and to relieve my more laborious engagement of engraving 
those portraits which accompany the Life of Cowper. Out of a number of 
designs I have selected five, and hope that the public will approve of my 
rather giving a few highly laboured plates than have a greater number and 
less finished. If I have succeeded in these, more may be added at pleasure.” 


But Phillips would have none of it: “Mr. Phillips objects 
altogether to the insertion of my Advertisement, calling it an 
appeal to charity, and says it will hurt the sale of the work... .” 

This edition was also a failure. Southey ridiculed the Ballads 
in a notice in The Annual Review for 1805, adding: 


The poet has had the singular good fortune to meet with a painter capable 
of doing full justice to his conceptions; and, in fact, when we look at the 
delectable frontispiece to this volume which represents Edward starting 
back, Fido Volant, and the crocodile rampant, with a mouth open like a 
boot-jack to receive him we know not whether most to admire the genius 
of Mr. William Blake or of Mr. William Hayley. 
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Half a century later a better judge paid an amusing tribute to 
the illustrations. D. G. Rossetti, writing to thank Allingham 
for a copy of the Ballads, says: 


Old Blake is quite as lovable by his oddities as by his genius, and the 
drawings to the ballads abound with both. The two nearly faultless are the 
“Eagle” and the “Hermit’s Dog.” Ruskin’s favourite (who has been looking 
at it) is the “Horse;” but I can’t quite myself get over the intensity of comic 
decorum in the brute’s face. He seems absolutely snuffing with propriety. 
The lion seems singing a comic song with a pen behind his ear, but the 
glimpse of distant landscape below is lovely. The only drawing where the 
comic element riots almost unrebuked is the one of the dog jumping down 


the crocodile. 


A ridiculous but in those days alarming incident, graphically 
described in a letter to Butts of 16th August 1803, made the 
parting more friendly than it might otherwise have been. 


I am at Present in a Bustle to defend myself against a very unwarrantable 
warrant from a Justice of Peace in Chichester, which was taken out against 
me by a Private in Capt® Leathes’s troop of 1st or Royal Dragoons, for an 
assault & seditious words. The wretched man has terribly Perjur’d himself, 
as has his Comrade; for, as to Sedition, not one Word relating to the King 
or Government was spoken by either him or me. His Enmity arises from my 
having turned him out of my Garden, into which he was invited as an 
assistant by a Gardener at work therein, without my knowledge that he was 
so invited. I desired him, as politely as was possible, to go out of the Garden; 
he made me an impertinent answer. I insisted on his leaving the garden; 
he refused. I still persisted in desiring his departure; he then threaten’d to 
knock out my Eyes, with many abominable imprecations & with some 
contempt for my Person; it affronted my foolish Pride. I therefore took him 
by the Elbows & pushed him before me till I had got him out; there I 
intended to have lett him, but he, turning about, put himself into a Posture 
of Defiance, threatening & swearing at me. I, perhaps foolishly & perhaps 
not, stepped out at the Gate, &, putting aside his blows, took him again by 
the Elbows, &, keeping his back to me, pushed him forward down the road 
about fifty yards—he all the while endeavouring to turn round & strike me, 
& raging & cursing, which drew out several neighbours; at length, when I 
had got him to where he was Quarter’d, which was very quickly done, we 
were met at the Gate by the Master of house, The Fox Inn (who is the pro- 
prietor of my Cottage), & his wife & Daughter & the Man’s Comrade & 
several other people. My Landlord compell’d the Soldiers to go indoors, 
after many abusive threats against me & my wife from the two Soldiers; 
but not one word of threat on account of Sedition was utter’d at that time. 
This method of Revenge was Plann’d between them after they had got 
together into the stable. This is the whole outline. I have for witnesses: 
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The Gardener, who is Hostler at the Fox & who Evidences that, to his 
knowledge, no word of the remotest tendency to Government or Sedition 
was utter’d; Our next door Neighbour, a Miller’s wife, who saw me turn 
him before me down the road, & saw & heard all that happen’d at the Gate 
of the Inn, who Evidences that no Expression of threatening on account of 
Sedition was utter’d in the heat of their fury by either of the Dragoons; this 
was the woman’s own remark, & does high honour to her good sense, as she 
observes that, whenever a quarrel happens, the offence is always repeated. 
The Landlord of the Inn & hisWife & Daughter will Evidence the same, and 
will evidently prove the Comrade perjur’d, who swore that he heard me, 
while at the Gate, utter Seditious words & D—— the K——, without which 
perjury I could not have been committed; & I had no witness with me before 
the Justices who could combat his assertion, as the Gardener remain’d in 
my Garden all the while, & he was the only person I thought necessary to’ 
take with me. I have been before a Bench of Justices at Chichester this 
morning; but they, as the Lawyer who wrote down the Accusation told me 
in private, are compell’d by the Military to suffer a prosecution to be enter’d 
into: altho’ they must know, & it is manifest, that the whole is a Fabricated 
Perjury. I have been forced to find Bail. Mr. Hayley was kind enough to 
come forwards, and Mr. Seagrave, printer at Chichester; Mr. H. in £100, 
& Mr. S. in £50; & myself am bound in {100 for my appearance at the 
Quarter Sessions, which is after Michaelmas. So I shall have the satisfaction 
to see my friends in Town before this Contemptible business comes on. 
I say Contemptible, for it must be manifest to everyone that the whole 
accusation is a wilful Perjury. Thus, you see, my dear Friend, that I cannot 
leave this place without some adventure; it has struck a consternation thro’ 
all the Villages round. Every Man is now afraid of speaking to, or looking 
at, a Soldier; for the peaceable Villagers have always been forward in 
expressing their kindness for us, & they express their sorrow at our departure 
as soon as they hear of it. Everyone here is my Evidence for Peace & Good 
Neighbourhood; & yet, such is the present state of things, this foolish 
accusation must be tried in Public. Well, I am content, I murmur not & 
doubt not that I shall recieve Justice, & am only sorry for the trouble & 
expense. I have heard that my Accuser is a disgraced Sergeant; his name is 
John Scholfield; perhaps it will be in your power to learn somewhat about 
the Man. I am very ignorant of what I am requesting of you; I only suggest 
what I know you will be kind enough to Excuse if you can learn nothing 
about him, & what, I as well know, if it is possible, you will be kind enough 
to do in this matter. 


Impressed by Hayley’s genuine kindness Blake feels that his 
own personality has been largely responsible for the friction 
with him, so continues: 


Dear Sir, This perhaps was suffer’d to Clear up some doubts, & to give 
opportunity to those whom I doubted to clear themselves of all imputation. 
Ifa Man offends me ignorantly & not designedly, surely I ought to consider 
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him with favour & affection. Perhaps the simplicity of myself is the origin 
of all offences committed against me. If I have found this, I shall have 
learned a most valuable thing, well worth three years’ perseverance. I have 
found it. It is certain that a too passive manner, inconsistent with my active 
physiognomy, had done me much mischief. I must now express to you my 
Seon that all is come from the spiritual World for Good, & not for 
vil. 

Give me your advice in my perilous adventure; burn what I have peev- 
ishly written about any friend. I have been very much degraded & injuri- 
ously treated; but if it all arise from my own fault, I ought to blame myself. 


O why was I born with a different face? 
Why was I not born like the rest of my race? 

_ When I look, each one starts! when I speak, I offend; 
When I’m silent & passive & lose every Friend. 


Then my verse I dishonour, My pictures despise, 
My person degrade & my temper chastise; 

And the pen is my terror, the pencil my shame; 
All my Talents I bury, and dead is my Fame. 


I am either too low or too highly priz’d; 
When Elate Iam Envy’d, When Meek I’m despis’d. 


This is but too just a Picture of my Present state. I pray God to keep you 
& all men from it, & to deliver me in his own good time. 


Shortly before the trial Hayley, the chief witness as to 
Blake’s character and peaceful habits, had been pitched on his 
head, having perhaps frightened his horse by unfurling the 
inevitable umbrella, but had maintained that “living or dying” 
he would be present. This noble behaviour called forth ex- 
pressions of anxiety and gratitude from his “devoted rebel!” 


I write immediately on my arrival, not merely to inform you that in a 
conversation with an old soldier, who came in the coach with me, I learned 
that-no one, not even the most expert horseman, ought to ever mount a 
trooper’s horse. They are taught so many tricks, such as stopping short, 
falling down on their knees, running sideways, and in various and innumer- 
able ways endeavouring to throw the rider, that it is a miracle if a stranger 
escape with his life. All this I learned with some alarm, and heard also what 
the soldier said confirmed by another person in the coach. I therefore, as it 
is my duty, beg and entreat you never to mount that wretched horse again, 
nor again trust to one who has been so educated. God, our Saviour, watch 
over you and preserve you. . . . Pray, my dear sir, favour me with a line 
concerning your health; how you have escaped the double blow both from 
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the wretched horse and from your innocent humble servant, whose heart 
and soul are more and more drawn out towards you, Felpham, and its kind 
inhabitants. I feel anxious, and therefore pray to my God and Father for the 
health of Miss Poole, and hope that the pang of affection and gratitude is the 
gift of God for good. I am thankful that I feel it; it draws the soul towards 
eternal life, and conjunction with spirits of just men made perfect by love 
and gratitude,—the two angels who stand at heaven’s gate, ever open, ever 
inviting guests to the marriage. O foolish Philosophy! Gratitude is heaven 
itself; there could be no Heaven without gratitude; I feel it and I know it. 
I thank God and man for it, and above all, you, my dear friend and bene- 
factor in the Lord. 


Blake had awaited his trial with considerable anxiety. In a 
letter to Hayley of 13th December 1803 he says: “Business 
comes in, and I shall be at ease if this infernal business of the 
soldier can be got over.” Flaxman, who doubtless felt some 
responsibility for the difficulties in which Hayley had been 
involved by his introduction to Blake, makes some pious 
comments on the situation in a letter to Hayley of and January 
1804. 


I sincerely wish with you that the trial was over, that our poor friend’s 
peace of mind might be restored; although I have no doubt from what I 
have heard of the soldier’s character and the merits of the case, that the bill 
will at least be thrown out by the Court as groundless and vexatious. Blake’s 
irritability, as well as the association and arrangement of his ideas, do not 
seem likely to be soothed or more advantageously disposed by any power 
inferior to That by which man is originally endowed with his faculties. 


After the trial Blake wrote that Flaxman had “welcomed me 
with kind affection and generous exultation in my escape from 
the arrows of darkness.” 


The information laid by Schofield was as follows: 


The Information and Complaint of John Schofield, a Private Soldier in 
His Majesty’s First Regiment of Dragoons, taken upon his Oath, this 15th 
Day of August, 1803, before me, One of His Majesty’s Justices of the Peace, 
in and for the County aforesaid. 

Who saith, that on the twelfth Day of this Instant August, at the Parish 
of Felpham, in the County aforesaid, one+-Blake, a Miniature Painter, 
and now residing in the said Parish of Felpham, did utter the following 
seditious expressions, viz., that we (meaning the People of England) were 
like a Parcel of Children, that they would play with themselves till they got 
scalded and burnt, that the French Knew our Strength very well, and if 
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Bonaparte should come he would be Master of Europe in an Hour’s Time, 
that England might depend upon it, that when he set his Foot on English 
Ground that every Englishman would have his choice whether to have his 
Throat cut, or to join the French, and that he was a strong Man, and would 
certainly begin to cut Throats, and the strongest Man must conquer—that he 
damned the King of England—his country, and his subjects, that his Soldiers 
were all bound for Slaves, and all the Poor People in general—that his Wife 
then came up, and said to him, this is nothing to you at present, but that the © 
King of England would run himself so far into the Fire, that he might get 
himself out again, and altho’ she was but a Woman, she would fight as long 
as she had a drop of blood in her—to which the said—Blake said, My Dear, 
you would not fight against France—she replyed no, I would for Bonaparte 
as long as I am able—that the said—Blake, then addressing himself to this 
Informant, said, tho’ you are one of the King’s Subjects, I have told what 
I have said before greater People than you, and that this Informant was sent 
by his Captain to Esquire Hayley to hear what he had to say, and to go and 
tell them—that his Wife then told her said Husband to turn this Informant 
out of the garden—that this Informant thereupon turned round to go peace- 
ably out, when the said—Blake pushed this Deponent out of the Garden 
into the Road down which he followed this Informant, and twice took this 
Informant by the Collar, without this Informant’s making any Resistance 
and at the same Time the said Blake damned the King, and said the Soldiers 
were all Slaves. 
JOHN SCHOFIELD. 


Blake was not legally represented at the hearing by the 
magistrates, but afterwards refuted the charge himself in a 
business-like memorandum. He indicates the weak points in 
Schofield’s statement and the nature of the evidence which he 
will be able to bring forward on his own behalf, ending with 
the protest: 


If such a Perjury as this can take effect, any Villain in future may come 
and drag me and my Wife out of our House, and beat us in the Garden or 
use us as he please or is able, and afterwards go and swear our Lives away. 

Is it not in the Power of any Thief who enters a Man’s Dwelling and robs 
him, or misuses his Wife or Children, to go and swear as this Man has 


sworn? 


Blake, who had left Felpham before roth September 1803, 
went back to stand his trial for high treason at the Chichester 
Quarter Sessions on 11th January 1804. Hayley had engaged 
Cowper’s friend, Samuel Rose, as counsel. His speech, as it 
survives from a shorthand report, is clear and effective, but 
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contains no addition to the facts contained in Blake’s memor- 
andum except the discrepancy between the evidence of 
Schofield and his comrade, Cock, the latter swearing that the 
seditious words had been uttered outside the Fox Inn, instead 
of in the garden, as alleged by Schofield. 

The Sussex Advertiser of 16th January records that: 


William Blake, an engraver at Felpham, was tried on a charge exhibited 
against him by two soldiers for having uttered seditious and treasonable 
expressions, such as “D—n the King, d—n all his subjects, d—n his soldiers, 
they are all slaves; when Bonaparte comes, it will be cut-throat for cut- 
throat, and the weakest must go to the wall; I will help him, etc. etc.” 


Blake, his eyes flashing, shouted “False” at the more pre- 
posterous accusations, and, after a lengthy hearing, was finally 
acquitted amid uproarious applause. Hayley carried off ‘‘the 
delivered artist” to a late supper with Miss Poole. Gilchrist, 
without naming his authority, states that Blake afterwards 
believed that Schofield had been employed to entrap him by 
the Government or someone in high place who knew of his 
former connection with Paine and the radical set, but it is 
unlikely that Blake seriously entertained this improbable 
theory. 

Nearly a year after the trial Blake lamented the death of his 
able counsel, who had suffered from prolonged ill-health. 
Writing to Hayley, he says: 

The Death of so Excellent a Man as my Generous Advocater is a Public 
Loss, which those who knew him can best Estimate, & to those who have an 
affection for him like Yours, is a Loss that only can be repair’d in Eternity, 
where it will indeed with such abundant felicity, in the meeting Him a 
Glorified Saint who was a suffering Mortal, that our Sorrow is swallow’d up 
in Hope. Such Consolations are alone to be found in Religion, the Sun & 
the Moon of our journey; & such sweet verses as yours in your last beautiful 
Poem must now afford you their full reward. 

Farewell, Sweet Rose! thou hast got before me into the Celestial City. 
Talso have but a few more Mountains to pass; for I hear the bells ring & the 


trumpets sound to welcome thy arrival among Cowper’s Glorified Band of 
Spirits of Just Men made Perfect! 


Thus was Hayley, by the warmth of his absence, restored, at 
least for the moment, to the lost position of poet and brother. 
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Mrs. Blake must have been thankful to leave Felpham. She 
had suffered from constant ill-health. Miss Blake’s visits were 
probably a further trial as the tradition that they did not get on 
well together is supported by Blake’s lines, composed on his 
way to meet Miss Blake: 


Must my Wife live in my Sister’s bane, 
Or my Sister survive on my Love’s pain? 


Blake himself had required his wife’s sympathy in his difficulties 
with Hayley, and also her assistance in his labour in “Felpham’s 
Old Mill.” She must have been exhausted by her efforts at 
peacemaking, and was, as a climax, “much-terrified” by the 
Schofield incident. 

For Blake himself the “Three Years Slumber on the Banks of 
the Ocean” were fruitful despite the tame Hayley, the damp 
cottage, and work unworthy of his genius. His knowledge of 
the country hitherto had been confined to long walks and 
occasional short expeditions from London. The water-colour 
drawing, “The Spirit of God moved upon the Face of the 
Waters,’ must have been inspired by this his first sight of the 
open sea. Not only are his Felpham letters full of references to 
his enjoyment of his surroundings, but Milton shows an in- 
timate observation of nature which is not present in his earlier 


books. 


Thou seest the Constellations in the deep & wondrous Night: 

They rise in order and continue their immortal courses 

Upon the mountains & in vales with harp & heavenly song, 

With flute & clarion, with cups & measures fill’d with foaming wine. 
Glitt’ring the streams reflect the Vision of beatitude, 

And the calm Ocean joys beneath & smooths his awful waves: 


Turse are the Sons of Los, & these the Labourers of the Vintage. 
Thou seest the gorgeous clothed Flies that dance & sport in summer 
Upon the sunny brooks & meadows: every one the dance 

Knows in its intricate mazes of delight artful to weave: 

Each one to sound his instruments of music in the dance, 

To touch each other & recede, to cross & change & return: 

Those are the Children of Los; thou seest the Trees on mountains: 
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The wind blows heavy, loud they thunder thro’ the darksom sky, 
Uttering prophecies & speaking instructive words to the sons 
Of men: These are the Sons of Los: These the Visions of Eternity. 
But we see only as it were the hems of their garments 
When with our vegetable eyes we view these wondrous visions. 

* a ” & 


Thou hearest the Nightingale begin the Song of Spring. 

The Lark sitting upon his earthy bed, just as the morn 

Appears, listens silent; then springing from the waving Cornfield, loud 
He leads the choir of Day: trill, trill, trill, trill, 

Mounting upon the wings of light into the Great Expanse, 
Reechoing against the lovely blue & shining heavenly Shell. 

His little throat labours with inspiration; every feather 

On throat & breast & wings vibrates with the effluence Divine. 
All Nature listens silent to him, & the awful Sun 

Stands still upon the Mountain looking on this little Bird 

With eyes of soft humility & wonder, love & awe. 

Then loud from their green covert all the Birds begin their Song: 
The Thrush, the Linnet & the Goldfinch, Robin & the Wren 
Awake the Sun from his sweet reverie upon the Mountain. 

The Nightingale again assays his Song, & thro’ the day 

And thro’ the night warbles luxuriant, every Bird of Song 
Attending his loud harmony with admiration & love. 

This is a Vision of the Lamentation of Beulah over Ololon. 


Thou percievest the Flowers put forth their precious Odours, 
And none can tell how from so small a center comes such sweets, 
Forgetting within that Center Eternity expands 

Its ever during doors that Og and Anak fiercely guard. 

First, e’er the morning breaks, joy opens in the flowery bosoms, 
Joy even to tears, which the Sun rising dries; first the Wild Thyme 
And Meadow-sweet, downy & soft waving among the reeds, 
Light springing on the air, lead the sweet Dance: they wake 

The Honeysuckle sleeping on the Oak; the flaunting beauty 
Revels along upon the wind; the White-thorn, lovely May, 
Opens her many lovely eyes listening; the Rose still sleeps, 

None dare to wake her; soon she bursts her crimson curtain’d bed 
And comes forth in the majesty of beauty; every Flower, 

The Pink, the Jessamine, the Wall-flower, the Carnation, 

The Jonquil, the mild Lilly opes her heavens; every Tree 

And Flower & Herb soon fill the air with an innumerable Dance, 
Yet all in order sweet & lovely. Men are sick with Love. 

Such is a Vision of the lamentation of Beulah over Ololon. 


He knows the host of insects whom his contemporary, 
John Clare, also loved: 
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Timbrels & violins sport round the Wine-presses; the little Seed, 

The sportive Root, the Earth-worm, the gold Beetle, the wise Emmet 
Dance round the Wine-presses of Luvah: the Centipede is there, 

The ground Spider with many eyes, the Mole clothed in velvet, 

The ambitious Spider in his sullen web, the lucky golden Spinner, 
The Earwig arm’d, the tender Maggot, emblem of immortality, 

The Flea, Louse, Bug, the Tape-worm, all the Armies of Disease, 
Visible or invisible to the slothful vegetating Man. 

The slow Slug, the Grasshopper that sings & laughs & drinks: 

Winter comes, he folds his slender bones without a murmur. 

The cruel Scorpion is there, the Gnat, Wasp, Hornet & the Honey Bee; 
The Toad & venomous Newt, the Serpent cloth’d in gems & gold. 
They throw off their gorgeous raiment: they rejoice with loud jubilee 
Around the Wine-presses of Luvah, naked & drunk with wine. 


A .deleted passage in Vala, too, particularizing Imlac’s 
“verdure of the forest,” may date from Felpham. 


The barked Oak, the long limb’d Beech, the Chesnut tree, the Pine, 
The Pear tree mild, the frowning Walnut, the sharp Crab, & Apple sweet, 
The rough bark opens; twittering peep forth little beaks and wings, 
The Nightingale, the Goldfinch, Robin, Lark, Linnet & Thrush. 


Though his visionary life was interrupted by the conditions 
of his companionship to Hayley, yet as he wandered by the sea 
he communed with the great poets of the past, beholding them 
as “majestic shadows, gray but luminous, and superior to the 
common height of men.” The overwhelming vision recorded 
in Milton appeared to him and it was at Felpham that he saw 
a fairy’s funeral. 

‘Did you ever see a fairy’s funeral, madam?” he once said 
to a lady, who happened to sit by him in company. “Never, 
sir!’ was the answer. “I have,” said Blake, ““but not before last 
night. I was walking alone in my garden, there was great still- 
ness among the branches and flowers and more than common 
sweetness in the air; I heard a low and pleasant sound, and I 
knew not whence it came. At last I saw the broad leaf of a 
flower move, and underneath I saw a procession of creatures of 
the size and colour of green and gray grasshoppers, bearing a 
body laid out on a rose leaf, which they buried with songs, and 
then disappeared. It was a fairy funeral.” 

M 
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His unfettered work for Mr. Butts, although it had often to 
give way to the exigencies of the “Mills,” was a relief and 
pleasure to Blake. “Your approbation of my pictures is a 
multitude to me.” He appears to have sent Butts several 
drawings toward the end of 1801, eight others in the summer 
of 1803, and to have brought back from Felpham ten in a more 
or less finished state. 

In his letter to Dr. Trusler of 16th August 1799 he had spoken 
of himself as ‘a scholar of Rembrandt & Teniers, whom I have 
studied no less than Rafael and Michaelangelo.” But at Felp- 
ham he freed himself from both Dutch and Venetian influences, 
and returned to his youthful ideal, uniformity of colour and 
long continuation of lines. He tells Butts on roth January 1802: 


One thing of real consequence I have accomplish’d by coming into the 
country, which is to me consolation enough: namely, I have recollected all 
my scatter’d thoughts on Art & resumed my primitive & original ways of 
Execution in both painting & engraving, which in the confusion of London 
I had very much lost & obliterated from my mind. 


On 22nd November he elaborates this theme: 


I have now given two years to the intense study of those parts of the art 
which relate to light & shade & colour, & am Convinc’d that either my 
understanding is incapable of comprehending the beauties of Colouring, or 
the Pictures which I painted for you Are Equal in Every part of the Art, 
& superior in One, to anything that has been done since the age of Rafael.— 
All Sr J. Reynolds’s discourses to the Royal Academy will shew that the 
Venetian finesse in Art can never be united with the Majesty of Colouring 
necessary to Historical beauty. 


Blake then quotes with approval Sir Joshua’s letter to 
William Gilpin, printed in the latter’s Three Essays on Pictur- 
esque Beauty, and goes on to say that: 


... [have now proved that the parts of the art which I neglected to dis- 
play in those little pictures & drawings which I had the pleasure & profit to 
do for you, are incompatible with the designs. .. . I would not send you a 
Drawing or a Picture till I had again reconsider’d my notions of Art, & had 
put myself back as if I was a learner. I have proved that Iam Right, & shall 
now go on with the Vigour I was in my childhood famous for. .. . You will 
be tempted to think that, as I improve, the pictures, &c., that I did for you 
are not what I would now wish them to be. On this I beg to say That they 
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are what I intended them, & that I know I never shall do better; for, if I 
were to do them over again, they would lose as much as they gain’d, because 
they were done in the heat of my Spirits. 


Nor was the poet idle. The references in his letters to a poem 
of great length composed at Felpham have been variously 
applied to Vala, to Milton, and to his later epic, Jerusalem. 
Internal evidence suggests that Milton was partly written at 
Felpham, but it is unlikely that Jerusalem took shape before his 
return to London, as it represents a later stage in the develop- 
ment of his ideas, and is metrically more irregular. Blake says 
in a letter to Butts of 25th April 1803: 


But none can know the Spiritual Acts of my three years’ Slumber on the 
banks ‘of the Ocean, unless he has seen them in the Spirit, or unless he should 
read My long Poem descriptive of those Acts; for I have in these three years 

“composed an immense number of verses on One Grand Theme, Similar to 
Homer’s Iliad or Milton’s Paradise Lost, the Persons & Machinery intirely 
new to the Inhabitants of Earth (some of the Persons Excepted). I have 
written this Poem from immediate Dictation, twelve or sometimes twenty 
or thirty lines at a time, without Premeditation & even against my Will; the 
Time it has taken in writing was thus render’d Non Existent, & an immense 
Poem Exists which seems to be the Labour of a long Life, all produc’d 
without Labour or Study. I mention this to show you what I think the 
Grand Reason of my being brought down here. 


And again in a later letter of 6th July 1803: 


Thus I hope that all our three years’ trouble Ends in Good Luck at last 
& shall be forgot by my affections & only remember’d by my Understand- 
ing; to be a Memento in time to come, & to speak to future generations by 
a Sublime Allegory, which is now perfectly completed into a Grand Poem. 
I may praise it, since I dare not pretend to be any other than the Secretary; 
the Authors are in Eternity. I consider it as the Grandest Poem that this 
World Contains. Allegory addressed to the Intellectual powers, while it is 
altogether hidden from the Corporeal Understanding, is My Definition of 
the Most Sublime Poetry; it is also somewhat in the same manner defin’d by 
Plato. This Poem shall, by Divine Assistance, be progressively Printed & 
Ornamented with Prints & given to the Public. But of this work I take care 
to say little to Mr. H., since he is as much averse to my poetry as he is to a 
Chapter in the Bible. He knows that I have writ it, for I have shown it to 
him, & he has read Part by his own desire & has looked with sufficient 
contempt to enhance my opinion of it. But I do not wish to irritate by 
seeming too obstinate in Poetic pursuits. But if all the World should set 
their faces against This, I have Orders to set my face like a flint (Ezekiel 
itiC, 9v) against their faces, & my forehead against their foreheads. 
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The poem shown to Hayley was probably Vala, which _ 


answers best to the above description, but even had it been the 
first book of Milton containing the account of their quarrel, as 
supposed by some critics, the assumption that Blake thought 
the subject matter so concealed that Hayley could not recognize 
it is unnecessary. In Milton these earthly happenings are treated 
sub specie eternitatis, not as they appeared to the writer in a 
passing mood. The Bard’s Song is a work of art, detached, 
impartial. It would not have occurred to Blake that Hayley, if 
he perceived its drift, would think it unkind and personal. 
Moreover, Blake never blames individuals; where he appears 
to do so he is using them, as for example he uses Sir Joshua and 
Newton, to represent some doctrine which he considers 
pernicious. The personages of Milton are not individuals dis- 
guised under false names, but embodied “states.” The epigrams 
on Hayley belong to a different category. They are ebullitions 
by which Blake relieved his irritability in a private notebook, 
intended neither for the eye of the victim nor for publication. 
Blake would have said of them as of a letter to Butts—‘‘burn 
what I have peevishly written about any friend.” One of these 
epigrams has been variously interpreted: 


When H—y finds out what you cannot do, 
That is the very thing he’ll set you to. 

If you break not your Neck, ’tis not his fault, 
But pecks of poison are not pecks of salt. 
And when he could not act upon my wife 
Hired a Villain to bereave my Life. 


The fifth line no doubt refers to some attempt of Hayley’s to 
secure Mrs. Blake’s support in his efforts to confine her husband 
to the Mill; the sixth suggests that, having failed, he instigated 
some one else to deprive Blake of spiritual life by urging his 
worldly interest. There is no clue to the identity of this tool, 
but Hayley’s immediate kindness and Blake’s gratitude rule 
out the matter of fact interpretation that Blake suspected 
Hayley of contriving the Schofield incident in order that he 
might be hanged for high treason. 

Some of the most interesting and beautiful of Blake’s later 
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lyrics were written at Felpham. Besides those in his letters 
already mentioned, several pages of the Rossetti MS. are 
ascribed to the years 1800-1803, and the Pickering MS. to 1803. 

“My Spectre around me night & day,” in the Rossetti MS., 
expresses in lyrical form the division and discord between 
spectre and emanation, reason and imagination, logic and 
intuition, the conscious and the unconscious mind, which is 
elaborated in Vala and in Milton. 

Nine of the stanzas of “I saw a Monk of Charlemaine” 
reappear in the Pickering Manuscript as ““The Grey Monk,” and 
seven in “To the Deists” of Jerusalem. All three have that 
famous and exquisite verse: ' 


For the tear is an intellectual thing, 

And a sigh is the Sword of an Angel King, 
And the bitter groan of the Martyr’s woe 
Is an arrow from the Almightie’s bow. 


“Beneath the white thorn, lovely May’ is the earlier version 
of “The Golden Net” of the Pickering MS.: the net, like the 
net of religion, is from the factory of Urizen, and symbolizes 
the repression of desire by the moral law. 

The Pickering MS. consists of eleven leaves, and contains fair 
copies of ten poems. The early history of the MS. is not known. 
Rossetti had access to it about 1863, and in 1866 it was pur- 
chased by Basil Montagu Pickering, son of William Pickering, 
who had published an edition of the Songs of Innocence and of 
Experience in 1830. B. M. Pickering reissued the Songs in 1866, 
adding the poems from his MS. in a more accurate text than 
that printed by Rossetti in the second volume of Gilchrist’s 
Life. Dr. Sampson, who printed the first authoritative text of 
all the poems in his edition of 1905, assigns them to the Felp- 
ham period on the ground that earlier versions of two poems 
are among the lyrics in the Rossetti MS. written at that time, 
some lines from ‘“‘Mary” were quoted in Blake’s letter to Butts 
of 16th August 1803, and various phrases are repeated in 
Milton and Jerusalem. All the poems have Blake’s own titles, 
whereas in the Rossetti MS. titles are frequently lacking. 
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“The Mental Traveller” presents a fascinating problem, of 
which no satisfactory solution has yet been offered. Damon 
identifies the mental traveller with the mystic and endeavours 
to trace the five stages of the mystic way, but, even if this part 
of his argument carries conviction, the one thing clear about 
the poem is that it is dealing with a cycle. The mystic way is 
not a cycle: it is a figure for progress towards a definite goal 
through five states or regions traversed by every mystic. W. M. 
Rossetti’s ingenious interpretation seems to come nearer to the 
mark: 


The ‘Mental Traveller’ indicates an Explorer of mental phaenomena. 
The mental phaenomenon here symbolized seems to be the career of any 
great Idea or intellectual movement—as, for instance, Christianity, chivalry, 
art, etc.—represented as going through the stages of—t, birth, 2, adversity 
and persecution, 3, triumph and maturity, 4, decadence through over-ripe- 
ness, 5, gradual transformation, under new conditions, into another reno- 
vated Idea, which again has to pass through all the same stages. In other 
words, the poem represents the action and re-action of ideas upon society, 
and society upon Ideas. 

Argument of the stanzas: 2, The idea, conceived with pain, is born amid 
enthusiasm. 3, If of masculine, enduring nature, it falls under the control 
and ban of the already existing state of society (the woman old). 5, As the 
Idea develops, the old society becomes moulded into a new society (the old 
woman grows young). 6, The Idea, now free and dominant, is united to 
Society, as it were in wedlock. 8, It gradually grows old and effete, living 
now only upon the spiritual treasures laid up in the days of its early energy. 
10, These still subserve many purposes of practical good, and outwardly the 
Idea is in its most flourishing estate, even when sapped at its roots. 11, The 
halo of authority and tradition, or prestige, gathering round the Idea, is 
symbolized in the resplendent babe born on his hearth. 13, The prestige 
deserts the Idea itself, and attaches to some individual, who usurps the 
honour due only to the Idea (as we may see in the case of papacy, royalty, 
etc.); and the Idea is eclipsed by its own very prestige, and assumed living 
representative. 14, The Idea wanders homeless till it can find a new com- 
munity to mould (‘until he can a maiden win’). 15 to 17, Finding whom, 
the Idea finds itself also living under strangely different conditions. 18, 
The Idea is now “beguiled to infancy”—becomes a new Idea, in working 
upon a fresh community, and under altered conditions. 20, Nor are they 
yet thoroughly at one; she flees away while he pursues. 22, Here we return 
to the first state of the case. The Idea starts upon a new course—is a babe; 
the society it works upon has become an old society—no longer a fair virgin, 
but an aged woman. 24, The Idea seems so new and unwonted that, the 
nearer it is seen, the more consternation it excites. 26, None can deal with 
the Idea so as to develop it to the full, except the old society with which it 
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comes into contact; and this can deal with it only by misusing it at first, 
whereby (as in the previous stage, at the opening of the poem) it is to be 
again disciplined into ultimate triumph. 

Another explanation may be tentatively suggested. The 
dichotomy of male and female throughout the poem is 
analogous to that of spectre and emanation. The old woman 
ill-treats the frowning babe who, as youth, “binds her down for 
his delight.” The female babe is pursued by her lover. There is 
a continuing cycle with no true and harmonious union. The 
frowning babe suggests Orc, the spirit of Revolt, and the 
“little female babe,’ too precious to be touched, moral and 
religious ideals. Does Blake, who, whatever may have been 
the illusions of the “Liberty Boy,” now only believed in 
spiritual freedom through the imagination, here deny the 
possibility of progress in the world of space and time, since it 
seems to him to consist only in the vain and fruitless alternation 
of revolutionary and of moral and religious ideals, which in 
their turn beguile mankind with false hopes? 

The possible reference of “Mary” to Mary Wollstonecraft has 
already been mentioned, and the verses in the poem also applied 
by Blake to his own case have been quoted. “The Crystal 
Cabinet” symbolizes the threefold state of love, bodily, in- 
tellectual, and emotional, but lacking the spiritual which, is 
needed to strengthen and perfect the sexual. 

The ‘“‘Auguries of Innocence” opens with the lovely quatrain: 

To see a World in a Grain of Sand 
And a Heaven in a Wild Flower, 


Hold Infinity in the palm of your hand 
And Eternity in an hour. 


It is followed by couplets treating of various subjects, possibly 
jottings for different incompleted poems, which are not con- 
secutively arranged. Whatever may have been Blake’s inten- 
tion, Dr. Sampson’s rearrangement enables the poem to be 
read as a whole. 

The Pickering MS. ends with two ballads. The first, “Long 
John Brown & Little Mary Bell,” is the only writing of Blake’s 
which leaves a bad taste in the mouth: it has a brutality quite 


\ 
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absent from the coarseness of An Island in the Moon. “William 
Bond” has often been given an autobiographical significance 
by critics from D. G. Rossetti onwards: Ellis, surpassing him- 
self in irresponsible ingenuity, finds in it the cause of Catherine 
Blake’s childlessness. Whether the story recalls any experience 
in the lives of William and Catherine Blake no one can say, 
but the meaning of the poem is clear. William Bond is re- 
strained by a sense of duty (the angels of Providence) from 
being unfaithful to his sweetheart, Mary Green, but this 
mechanical observance of a moral law does not bring peace in 
the renewal of his love for her. She, on the other hand, is ready 
to sacrifice herself when she knows that he loves another wo- 
man, and by her unselfishness and her piteous grief she regains 
his love. 

There is no indication whether Blake intended to engrave 
the poems in the Pickering MS. He meant, it may be, to add 
others to their number, for instance, a final version of “Spectre 
and Emanation.”’ With the addition of this and other poems 
from the Rossetti MS., the Pickering MS. carries on the tradition 
of the Songs of Innocence and of Experience and of The Marriage 
of Heaven and Hell, a tradition which should have been per-_ 
fected by The Everlasting Gospel, had not that great poem been 
unfortunately left in a fragmentary form. These lyrics are more 
obscure and more obviously mystical than Blake’s earlier 
work, but the poet has successfully subdued his stubborn 
material; in phrasing and in metre they are the lineal successors 
of the Songs and of the earlier lyrics in the Rossetti MS., show- 
ing no trace of the idiosyncrasy of word and thought which 
marks the symbolic books. They need no defence as poetry 
since they are difficult only where the ideas expressed are 
difficult of apprehension. They are not scarred by the mystic’s 
strife on his way toward the unitive life, which prevents the 
symbolic books from achieving the detachment essential to 
great art. These books are an integral part of the life of the 
man, William Blake: the lyrics and the Marriage of Heaven and 
Hell are the work of a poet, mystic though he be, who needs 
no name, whose personality calls for no explanation. 
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The greater part of the symbolic book Milton was also pro- 
bably drafted at Felpham, although additions were made after 
Blake’s return to London in 1803, and no copy was issued till 
after August 1808. Blake presumably began to engrave it in 
1804, the date on the title-page. Two books only of Milton are 
extant, although in one copy it is clearly entitled Milton, a 
Poem in 12 Books. It is improbable that others were ever written. 
The motto below the title, “To justify the Ways of God to 
Men,” is taken from Paradise Lost. 

In the Preface occur the beautiful quatrains beginning: 


And did those feet in ancient time 
Walk upon England’s mountains green? 


erroneously known to the public as Jerusalem. These verses 
have been set to music, and are sung at religious and social 
assemblies, when the “dark Satanic Mills” doubtless suggest to 
the audience not Hayley’s quiet library at Felpham or Urizen’s 
logic, but factory labour with its attendant evils. Blake appeals 
in this Preface to the young men of the New Age to restore 
the Muses to their rank as Daughters of Inspiration from that 
of Daughters of Memory to which they had been degraded by 
the Greeks and Romans, an error into which Milton himself 
had, fallen. -Many years later Blake spoke to Crabb Robinson 
of Milton “‘as being at one time a sort of classical Atheist,” and 
in The Marriage of Heaven and Hell he had written: 


Those who restrain desire, do so because theirs is weak enough to be 
restrained; and the restrainer or reason usurps its place & governs the 
unwilling. 

And being restrain’d, it by degrees becomes passive, till it is only the 
shadow of desire. 

The history of this is written in Paradise Lost, & the Governor or Reason 


is call’d Messiah. 

And the original Archangel, or possessor of the command of the heavenly 
host, is call’d the Devil or Satan, and his children are call’d Sin & Death. ... - 
But in Milton, the Father is Destiny, the Son a Ratio of the five senses, & 
the Holy-ghost Vacuum! 


Yet Blake’s fundamental sympathy with Milton is charac- 
teristically expressed in the note to this section: 


_ 
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The reason Milton wrote in fetters when he wrote of Angels & God, and 
at liberty when of Devils & Hell, is because he was a true Poet and of the 
Devil’s party without knowing it. 


The theme of the poem is a particular instance of a Last 
Judgment, the recognition of error, and consequent redemp- 
tion. The hero is Milton, whom Blake had always admired 
beyond all other poets. “Milton lov’d me in childhood & 
show’d his face.” Milton is “unhappy tho’ in heav’n” because 
he remembers his errors while on earth. He recognizes that he 
had been divided against himself, allowing himself to be 
dominated by his spectre, reason, and that one of the results 
had been his unsatisfactory emotional relations with his wives 
and, daughters, his “‘sixfold emanation.”” Moved by the story 
of the quarrel between Blake and Hayley and its causes, he 
determines to return in spirit to earth. 


And Milton said: “I go to Eternal Death! The Nations still 
Follow after the detestable Gods of Priam, in pomp 
Of warlike selfhood contradicting and blaspheming. 
When will the Resurrection come to deliver the sleeping body 
From corruptibility? O when, Lord Jesus, wilt thou come? 
Tarry no longer, for my soul lies at the gates of death. 
I will arise and look forth for the morning of the grave: 
I will go down to the sepulcher to see if morning breaks: 
I will go down to self annihilation and eternal death, 
Lest the Last Judgment come & find me unannihilate 
And I be siez’d & giv’n into the hands of my own Selfhood. 

* * * * 
“What do I here before the Judgment? without my Emanation? 
With the daughters of memory & not with the daughters of inspiration? 
Tin my Selfhood am that Satan: I am that Evil One! 
He is my Spectre! in my obedience to loose him from my Hells, 
To claim my Hells, my Furnaces, I go to Eternal Death.” 


Passing through Beulah he enters into his own shadow, 
leaving “His real and immortal Self, . ... as One sleeping on a 
couch of gold,” and he sees the eternal man in the death of the 
life to which he is himself returning. 

First Milton saw Albion upon the Rock of Ages, 

Deadly pale outstretch’d and snowy cold, storm cover’d, 

A Giant form of perfect beauty outstretch’d on the rock 


In solemn death: the Sea of Time & Space thunder’d aloud 
Against the rock, which was inwrapped with the weeds of death. 
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His spirit enters into Blake, who is enabled by his sympathe- 
tic communion to follow the experience of Milton on his 
return to earth. Milton, who in Eternity had known the four- 
fold vision, the Human, now realizes that though as a poet in 
his former existence he had possessed the threefold vision of 
Beulah, he had failed to annihilate his selfhood, and hence the 
errors in his relations to his wives and daughters. The Zoas, 
who, as in Vala, have been striving and intriguing among 
themselves for dominion, instead of fulfilling their own func- 
tions, are disturbed by the return of the “immortal Man,” 
and “the Shadowy Female,” who may here be best interpreted 
as the spirit of the age, distracted by the terrors of revolution, 
expresses her alarm: 


“T will lament over Milton in the lamentations of the afflicted: 

My Garments shall be woven of sighs & heart broken lamentations: 
The misery of unhappy Families shall be drawn out into its border, 
Wrought with the needle with dire sufferings, poverty, pain & woe 
Along the rocky Island & thence throughout the whole Earth; 
There shall be the sick Father & his starving Family, there 

The Prisoner in the Stone Dungeon & the Slave at the Mill. 

I will have writings written all over it in Human Words 

That every Infant that is born upon the Earth shall read 

And get by rote as a hard task of a life of sixty years. 

I will have Kings inwoven upon it & Councellors & Mighty Men: 
The Famine shall clasp it together with buckles & Clasps, 

And the Pestilence shall be its fringe & the War its girdle. 

To divide into Rahab & Tirzah that Milton may come to our tents. 
For I will put on the Human Form & take the Image of God, 
Even Pity & Humanity, but my Clothing shall be Cruelty: 

And I will put on Holiness as a breastplate & as a helmet, 

And all my ornaments shall be of the gold of broken hearts, 

And the precious stones of anxiety & care & desperation & death 
And repentance for sin & sorrow & punishment & fear, 

To defend me from thy terrors, O Orc! my only beloved!” 


Milton’s spirit goes toward the “Universe of Los and Enithar- 
mon,” poetry and inspiration, but he is obstructed by Urizen. 
His “Redeemed portion,” “the Reasoning Negative,’ tries to 
form a philosophy, while still 

within that portion 


His real Human walk’d above in power and majesty, 
Tho’ darken’d, and the Seven Angels of the Presence attended him. 
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He resists the temptation to return to the world of generation 
and division to which he is enticed by promises of intellectual 
kingship. But since Milton’s spectre is not yet united to his 
Emanation, he is absorbed by abstract reasoning and seeks God 
“beyond the skies,” instead of seeing through “Fourfold 
vision” that everything is holy. 

Seest thou the little winged fly, smaller than a grain of sand? 

It has a heart like thee, a brain open to heaven & hell, 

Withinside wondrous & expansive: its gates are not clos’d: 

I hope thine are not: hence it clothes itself in rich array: 

Hence thou art cloth’d with human beauty, O thou mortal man. 

Seek not thy heavenly father then beyond the skies, 

There Chaos dwells & ancient Night & Og & Anak old. 

For every human heart has gates of brass & bars of adamant 

Which few dare unbar, because dread Og & Anak guard the gates 

Terrific: and each mortal brain is wall’d and moated round 

Within, and Og & Anak watch here: here is the Seat 

Of Satan in its Webs: for in brain and heart and loins 

Gates open behind Satan’s Seat to the City of Golgonooza, 

Which is the spiritual fourfold London in the loins of Albion. 


The Eternals are wrath at Milton’s spiritual error and force 
the Seven Eyes of God and the “Shadowy Eighth,” Milton’s 
own essential individuality, who are guarding the Golden 
Couch in Beulah, to follow him into space and time. The 
Spirit of Milton enables Blake to see anew the beauty of the 
material world. The spirit shown in the illustration as a star, 
enters Blake’s left foot because he is in the material world, left 
and right being accredited symbols of the material and the 
spiritual. Another illustration represents the star entering the 
right foot of Blake’s beloved brother Robert: there is no 
reference to this in the text, but by it Blake implies that 
Robert's spirit is giving him aid and sympathy. The inspiration 
of Milton so invigorates Blake that he becomes one with the 
Poetic Genius. 

And I became One Man with him arising in my strength. 


"Twas too late now to recede. Los had enter’d into my soul; 
His terrors now possess’d me whole! I arose in fury & strength. 


Los takes Blake to his City of Art, Golgonooza, but they 
are met at the Gate by two sons of Los, Rintrah, Wrath, and 
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Palamabron, Pity, who resent the entry of Blake both as 
revolutionist, and as influenced by Milton, whose religion, 
Puritanism, they regard as the origin of present errors. But Los 
tries to reassure them: 


“O noble Sons, be patient yet a little! : 
Ihave embrac’d the falling Death, he is become One with me: 
O Sons, we live not by wrath, by mercy alone we live! 
I recollect an old Prophecy in Eden recorded in gold and oft 
Sung to the harp, That Milton of the land of Albion 
Should up, ascend forward ftom Felpham’s Vale & break the Chain 
Of Jealousy from all its roots, be patient therefore, O my Sons! 

ee ee Be OP Tate * * 

O when shall we tread our Wine-presses in heaven and Reap 
Our.wheat with shouting of joy, and leave the Earth in peace? 
Remember how Calvin and Luther in fury premature 
Sow’d War and stern division between Papists & Protestants. 
Let it not be so now! O go not forth in Martyrdoms & Wars! 
We were plac’d here by the Universal Brotherhood & Mercy _ 
With powers fitted to circumscribe this dark Satanic death, 
And that the Seven Eyes of God may have space for Redemption. 
But how this is as yet we know not, and we cannot know 
Till Albion is arisen; then patient wait a little while. 
Six Thousand years are pass’d away, the end approaches fast: 
This mighty one is come from Eden, he is of the Elect 
Who died from Earth & he is return’d before the Judgment. This thing 
Was never known, that one of the holy dead should willingly return. 
Then patient wait a little while till the Last Vintage is over.” 


’ Under the guidance of Los, Blake sees the descent of Souls to 
the material world, and their generation in the regions of 
Bowlahoola and Allamanda, the digestive, assimilative, and 
the nervous, perceptive systems, and the treading of the 
“Human Grapes” in the wine-press of war. Yet all the while, 
as Blake never wearies of saying, whatever the misery of the 
world of generation 

... the poor indigent is like the diamond which, tho’ cloth’d 


In rugged covering in the mine, is open all within 
And in his hallow’d center holds the heavens of bright eternity. 


And in the City of Golgonooza 


... Enitharmon and her Daughters take the pleasant charge 
To give them to their lovely heavens till the Great Judgment Day. 
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The first book of Milton contains Blake’s most precise 
description of Los in his twofold symbolism as Time and the 


Poetic Genius. 


Los is by Mortals nam’d Time, Enitharmon is nam’d Space: 
But they depict him bald & aged who is in eternal youth 
All powerful and his looks flourish like the brows of morning: 
He is the Spirit of Prophecy, the ever apparent Elias, 

Time is the mercy of Eternity; without Time’s swiftness, 
Which is the swiftest of all things, all were eternal torment. 
All the Gods of the Kingdoms of Earth labour in Los’s Halls: 
Every one is a fallen Son of the Spirit of Prophecy: 

He is the Fourth Zoa that stood around the Throne Divine. 


This is further defined by Los’s account of himself as the 
Guardian of the World Memory: 


“I am that Shadowy Prophet who Six Thousand Years ago 

Fell from my station in the Eternal bosom. Six Thousand Years 
Are finish’d. I return! both Time & Space obey my will. 

I in Six Thousand Years walk up and down; for not one Moment 
Of Time is lost, nor one Event of Space unpermanent, 

But all remain: every fabric of Six Thousand Years 

Remains permanent, tho’ on the Earth where Satan 

Fell and was cut off, all things banish & are seen no more, 
They vanish not from me & mine, we guard them first & last. 
The generations of men run on in the tide of Time, 

But leave their destin’d lineaments permanent for ever & ever.” 


And by the beautiful description of Time, every moment of 
which is of equal value with the whole period since the creation 
of the world: 


But others of the Sons of Los build Moments & Minutes & Hours 
And Days & Months & Years & Ages & Periods, wondrous buildings; 
And every Moment has a Couch of Gold for soft repose, 

(A Moment equals a pulsation of the artery), 

And between every two Moments stands a Daughter of Beulah 
To feed the Sleepers on their Couches with maternal care. 

And every Minute has an azure Tent with silken Veils: 

And every Hour has a bright golden Gate carved with skill: 

And every Day & Night has Walls of brass & Gates of adamant, 
Shining like precious Stones & ornamented with appropriate signs: 
And every Month a silver paved Terrace builded high: 

And every Year invulnerable Barriers with high Towers. 

And every Age is Moated deep with Bridges of silver & gold; 
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And every Seven Ages is Incircled with a Flaming Fire. 
Now Seven Ages is amounting to Two Hundred Years. 
Each has its Guard, each Moment, Minute, Hour, Day, Month & Year. 
All are the work of Fairy hands of the Four Elements: 
The Guard are Angels of Providence on duty evermore. 
Every Time less than a pulsation of the artery 
Is equal in its period & value to Six Thousand Years, 
For in this Period the Poet’s Work is Done; & all the Great 
Events of Time start forth & are conciev’d in such a Period, 
Within a Moment, a Pulsation of the Artery. 


The second book opens with a description of Beulah, “a 
place where Contrarieties are equally true” and where “no » 
dispute can come.” It was created that the emanations might 
have repose while their spectres are in the World of Genera- 
tion. In their divided state they are too feeble to face the mental 
war and. “Fury of Poetic Inspiration” in Eternity itself: 


the life of Man was too exceedingly unbounded. 
His joy became terrible to them; they trembled & wept, 
Crying with one voice: “Give us a habitation & a place 
In which we may be hidden.under the shadow of wings: 
For if we, who are but for a time & who pass away in winter, 
Behold these wonders of Eternity we shall consume: 
But you, O our Fathers & Brothers, remain in Eternity. 
But grant us a Temporal Habitation, do you speak 
To us; we will obey your words as you obey Jesus 
The Eternal who is blessed for ever & ever. Amen.” 


So spake the lovely Emanations, & there appear’d a pleasant 
Mild Shadow above, beneath, & on all sides round. 

Into this pleasant Shadow all the weak & weary 

Like Women & Children were taken away as on wings 

Of dovelike softness, & shadowy habitations prepared for them. 
But every Man return’d & went still going forward thro’ 

The Bosom of the Father in Eternity on Eternity, 

Neither did any lack or fall into Error without 

A Shadow to repose in all the Days of happy Eternity. 


Ololon, Milton’s Emanation, whom he sought, at first 
described as “‘a sweet River of Milk & liquid pearl,” but later a 
“a Virgin of twelve years,” had already bewailed Milton’s 
return to earth and had been moved to follow him. 

She now descends, and a part of the lovely lamentation of 
Beulah has been already quoted: 
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There is a Moment in each Day that Satan cannot find, 

Nor can his Watch Fiends find it; but the Industrious find 

This Moment & it multiply, & when it once is found 

It renovates every Moment of the Day if rightly placed. 

In this Moment Ololon descended to Los & Enitharmon 

Unseen beyond the Mundane Shell, Southward in Milton’s track. 


Meanwhile the sleeping Milton, “His real and immortal 
Self,” converses in dream and vision with his Guardians, the 
Seven Angels of the Presence, and in this dialogue Blake 
explains the distinction between states and the individuals who 
pass through them, between the Identity, the Poetic Genius, 
the Imagination, which is Eternal, and the Selfhood which has 
been created and must be annihilated. 


“T have turned my back upon these Heavens builded on Cruelty; 
My Spectre still wandering thro’ them follows my Emanation, 

He hunts her footsteps thro’ the snow & the wintry hail & rain, 
The idiot Reasoner laughs at the Man of Imagination, 

And from laughter proceeds to murder by undervaluing calumny.” 


Then Hillel, who is Lucifer, replied over the Couch of Death, 
And thus the Seven Angels instructed him, and thus they converse: 


“We are not Individuals but States, Combinations of Individuals. 

We were Angels of the Divine Presence, & were Druids in Annandale, 
Compell’d to combine into Form by Satan, the Spectre of Albion, 

Who made himself a God & destroyed the Human Form Divine. 

But the Divine Humanity & Mercy gave us a Human Form 

Because we were combin’d in Freedom & holy Brotherhood, 

While those combin’d by Satan’s Tyranny, first in the blood of War 
And Sacrifice & next in Chains of imprisonment, are Shapeless Rocks 
Retaining only Satan’s Mathematic Holiness, Length, Bredth & Highth, 
Calling the Human Imagination, which is the Divine Vision & Fruition 
In which Man liveth eternally, madness & blasphemy against 
Its own Qualities, which are Servants of Humanity, not Gods or Lords. 
Distinguish therefore States from Individuals in those States. 

States Change, but Individual Identities never change nor cease. 

You cannot go to Eternal Death in that which can never Die. 

Satan & Adam are States Created into Twenty-seven Churches, 

And thou, O Milton, art a State about to be Created, 

Called Eternal Annihilation, that none but the Living shall 

Dare to enter, & they shall enter triumphant over Death 

And Hell & the Grave: States that are not, but ah! Seem to be. 
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Judge then of thy Own Self: thy Eternal Lineaments explore, 

What is Eternal & what Changeable, & what Annihilable. 

The Imagination is not a State: it is the Human Existence itself. 
Affection or Love becomes a State when divided from Imagination. 
The Memory is a State always, & the Reason is a State 

Created to be Annihilated & a new Ratio Created. 

Whatever can be Created can be Annihilated: Forms cannot; 

The Oak is cut down by the Ax, the Lamb falls by the Knife, 

But their Forms Eternal Exist For-ever. Amen. Hallelujah!” 


One of the illustrations shows Blake’s cottage at Felpham 
and the descent of Ololon. 


Walking in my Cottage Garden, sudden I beheld 

The Virgin Ololon & address’d her as a Daughter of Beulah: 
“Virgin of Providence, fear not to enter into my Cottage. 
What is thy message to thy friend? What am I now to do? 
Is it again to plunge into deeper affliction? behold me 
Ready to obey, but pity thou my Shadow of Delight: 

Enter my Cottage, comfort her, for she is sick with fatigue.” 


The Virgin answer’d: “Knowest thou of Milton who descended 
Driven from Eternity? him I seek, terrified at my Act 
In Great Eternity which thou knowest: I come him to seek.” 


Immediately Milton’s shadow appears, “clothed in black, 
severe & silent he descended.” Blake, inspired by Ololon, now 
recognizes fully the errors of Milton’s religious thought, and 
its connections with other false religions and morality, which 
are all a Tabernacle for Satan and a covering for him to do his 
Will. | 

Milton himself, although he has not yet perceived the 
presence of his Emanation, frees himself from the domination 


of his Spectre, declaring that he will: 
put off 


In Self annihilation all that is not of God alone. ... 


Satan, Reason as Error, makes another attempt to conquer 


his soul, 


Saying: “I am God the judge of all, the living & the dead. 
Fall therefore down & worship me, submit thy supreme 
Dictate to my eternal Will, & to my dictate bow. 

I hold the Balances of Right & Just & mine the Sword. 
Seven Angels bear my Name & in those Seven I appear, 
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But I alone am God & I alone in Heav’n & Earth 

Of all that live dare utter this, others tremble & bow, 

Till All Things become One Great Satan, in Holiness x 
Oppos’d to Mercy, and the Divine Delusion, Jesus, be no more. 


Then the Starry Seven, whose name Satan has taken in vain, 
appear in a column of fire, and call on the Eternal Man to 
waken. 


“Awake, Albion awake! reclaim thy Reasoning Spectre. Subdue 
Him to the Divine Mercy. Cast him down into the Lake 

Of Los that ever burneth with fire ever & ever, Amen! 

Let the Four Zoas awake from Slumbers of Six Thousand Years.” 


Milton can now perceive Ololon, who questions him, fearing 
that the error he has cast out may but give rise to new errors, 
and he replies: 


“Obey thou the Words of the Inspired Man. 
All that can be annihilated must be annihilated 
That the Children of Jerusalem may be saved from slavery. 
There is a Negation, & there is a Contrary: 
The Negation must be destroy’d to redeem the Contraries. 
The Negation is the Spectre, the Reasoning Power in Man: 
This is a false Body, an Incrustation over my Immortal 
Spirit; a Selfhood which must be put off & annihilated alway. 
To cleanse the Face of my Spirit by Selfexamination, 
To bathe in the Waters of Life, to wash off the Not Human, 
I come in Self-annihilation & the grandeur of Inspiration, 
To cast off Rational Demonstration by Faith in the Saviour, 
To cast off the rotten rags of Memory by Inspiration, 
To cast off Bacon, Locke & Newton from Albion’s covering, 
To take off his filthy garments & clothe him with Imagination, 
To cast aside from Poetry all that is not Inspiration, 
That it no longer shall dare to mock with the aspersion of Madness, 
Cast on the Inspired by the tame high finisher of paltry Blots 
Indefinite, or paltry Rhymes, or paltry Harmonies, 
Who creeps into State Government like a caterpillar to destroy; 
To cast off the idiot Questioner who is always questioning 
But never capable of answering, who sits with a sly grin 
Silent plotting when to question, like a thief in a cave, 
Who publishes doubt & calls it knowledge, whose Science is Despair, 
Whose pretence to knowledge is Envy, whose whole Science is 
To destroy the wisdom of ages to gratify ravenous Envy 
That rages round him like a Wolf day & night without rest: 
He smiles with condescension, he talks of Benevolence & Virtue, 
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And those who act with Benevolence & Virtue they murder time on time. 
These are the destroyers of Jerusalem, these are the murderers 

Of Jesus, who deny the Faith & mock at Eternal Life; — 

Who pretend to Poetry that they may destroy Imagination 

By imitation of Nature’s Images drawn from Remembrance. 

These are the Sexual Garments, the Abomination of Desolation, 

Hiding the Human Lineaments as with an Ark & Curtains 

Which Jesus rent & now shall wholly purge away with Fire 

Till Generation is swallow’d up in Regeneration.” 


Then Ololon recognizes that: 


“Altho’ our Human Power can sustain the severe contentions 
Of Friendship, our Sexual cannot,” 


and sacrificing her selfhood she is united with Milton’s shadow. 
Their union is followed by that of the Starry Eight as “One 
Man, Jesus the Saviour’: Milton, “the Shadowy Eighth,” is 
now united with Jesus who is God. 

But the Last Judgment and redemption of Milton are only a 
prelude of what is to come. 

Jesus wept & walked forth 

From Felpham’s Vale clothed in Clouds of blood, to enter into 
Albion’s Bosom, the bosom of death, & the Four surrounded him 


In the Column of Fire in Felpham’s Vale; then to their mouths the Four 
Applied their Four Trumpets & them sounded to the Four winds. 


Terror struck in the Vale I stood at that immortal sound. 

My bones trembled, I fell outstretch’d upon the path 

A moment, & my Soul return’d into its mortal state, 

To Resurrection & Judgment in the Vegetable Body, 

And my sweet Shadow of Delight stood trembling by my side. 


Immediately the Lark mounted with a loud trill from Felpham’s Vale, 
And the Wild Thyme from Wimbleton’s green & impurpled Hills. . . . 


The revelation through Blake of Milton’s error, which has 
been the error of the Created World, has prepared the way for 
“the Great Harvest & Vintage of the Nations.” 

Milton is the most personal of the symbolic books, and 
contains some of the finest of Blake’s later poetry, splendid 
rhetoric, and unforgettable phrases. The vitality of the text is 
equalled by that of the illustrations. 
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CHAPTER VI 


FAILURE 


The spirit said to him, “Blake be an artist and nothing else. 
In this there is felicity.” 


But Los hid Enitharmon from the sight of all these things 
Upon the Thames whose lulling harmony repos’d her soul. 


ie other words the Blakes came back to London and lodged 
at 17 South Molton Street, where Mrs. Blake gradually re- 
covered health. On 26th October 1803 Blake writes to Hayley: 
“My wife continues poorly, but fancies she is better in health 
here than by the seaside.” The agony of apprehension which 
she suffered during Blake’s absence for his trial at Chichester 
in the following January brought her very low. “My poor 
wife has been near the gate of death, as was supposed by our 
kind and attentive fellow inhabitant, the young and very 
amiable Mrs. Enoch, who gave my wife all the attention that 
a daughter couid pay to a mother; but my arrival has dispelled 
the formidable malady, and my dear and good woman again 
begins to resume her health and strength.” 

She was treated by a surgeon, John Birch, who was also a 
friend of Mr. Butts, and is mentioned in Blake’s letters to him 
of 11th September 1801 and 25th April 1803, and on 23rd 
October Blake says: “‘She is surprisingly recovered. Electricity 
is the wonderful cause; the swelling of her legs and knees is 
entirely reduced. She is very near as free from rheumatism as 
she was five years ago, and we have the greatest confidence in 
her perfect recovery.” This hope seems to have been realized, 
as he wrote again on 18th December: “My wife continues 
well, thanks to Mr. Birch’s Electrical Magic, which she has 
discontinued these three months.” 
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The only description of the Blakes’ home in South Molton 
Street known to me is given in a note by Martin Cregan, 
afterwards President of the Royal Hibernian Academy, who 
visited them in 1809: “I had the felicity of seeing this happy 
pair in their one apartment in South Molton Street. The Bed 
on one side and picture of Alfred and the Danes on the wall.” 
Blake was exhilarated by his return to London, as he had at 
first been by the change of surroundings at Felpham. 


The shops in London improve; everything is elegant, clean, and neat; 
the streets are widened where they were narrow; even Snow Hill is become 
almost level, and is a very handsome street, and the narrow part of the 
Strand near St. Clement’s is widened and become very elegant. 


In a letter to Hayley of 7th October 1803, now unfortun- 
ately, like several letters of this period, only represented by a 


tantalizing extract from a sale catalogue, he writes: 


Some say that Happiness is not good for Mortals, and they ought to be 
answered that sorrow is not good for Immortals; a blight never does good 
to a tree, and if a blight kill not a tree, but it shall bear fruit, let none say 
that the fruit was in consequence of the blight. 


The extract continues: 


A curious allusion to a good-natured Devil in him occurs. 


Hayley was certainly one species of blight; did Blake account 
for the survival of friendly feeling toward him by the presence 
of a “good-natured devil” in himself? After his return from the 
trial he wrote: “Hope earnestly that you have escaped the brush 
of my Evil Star, which I believe is now for ever fallen into the 
abyss.” His belief in Hayley’s power of understanding the 
spiritual conflicts he had endured would be amazing, were it 
not more probable that the need for self expression—with 
perhaps a little help from the good-natured Devil—had blurred 
the image of his correspondent. His letter of 23rd October 
1804 celebrates his deliverance. 


For now! O Glory! and O Delight! I have entirely reduced that spectrous 
fiend to his station, whose annoyance has been the ruin of my labours for the 
last passed twenty years of my life. He is the enemy of conjugal love and is 


the Jupiter of the Greeks, an iron-hearted tyrant, the ruiner of ancient 
Greece. I speak with perfect confidence and certainty of the fact which has 
passed upon me. Nebuchadnezzar had seven times passed over him; I have 
had twenty; thank God I was not altogether a beast as he was; but I was a 
slave bound in a-mill among beasts and devils; these beasts and these devils 
are now, together with myself, become children of light and liberty, and my 
feet and my wife’s feet are free from fetters. O lovely Felpham, parent of 
Immortal Friendship, to thee I am eternally indebted for my three years’ 
rest from perturbation and the strength I now enjoy. Suddenly, on the day 
after visiting the Truchsessian Gallery of pictures, I was again enlightened 
with the light I enjoyed in my youth, and which has for exactly twenty 
years been closed from me as by a door and by window-shutters. Con- 
sequently I can, with confidence, promise you ocular demonstration of my 
altered state on the plates I am now engraving after Romney, whose 
spiritual aid has not a little conduced to my restoration to the light of Art. 
O the distress I have undergone, and my poor wife with me; incessantly 
labouring and incessantly spoiling what I had done well. Every one of my 
friends was astonished at my faults, and could not assign a reason; they knew 
my industry and abstinence from every pleasure for the sake of study, and 
yet—and yet—and yet there wanted the proofs. of industry in my works. 
I thank God with entire confidence that it shall be so no longer—he is 
become my servant who domineered over me, he is even as a brother who 
was my enemy. Dear Sir, excuse my enthusiasm or rather madness, for I 
am really drunk with intellectual vision whenever I take a pencil or graver 
into my hand, even as I used to be in my youth, and as I have not been for 
twenty dark, but very profitable, years. I thank God that I courageously 
pursued my course through darkness. In a short time I shall make my asser- 
tion good that I am become suddenly as I was at first, by producing the 
Head of Romney and The Shipwreck quite another thing from what you 
or I ever expected them to be. In short, I am now satisfied and proud of my 
work, which I have not been for the above long period. 


And again, a few weeks later, in another of those intriguing 
extracts: 


I have indeed fought thro’ a Hell of terrors and horrors (which none 
could know but myself) in a divided existence; now no longer divided nor 
at war with myself, I shall travel on in the strength of the Lord God, as 
Poor Pilgrim says. 


Blake had traversed the fourth stage of the Way, the most 
terrible to him as to all mystics, and had entered on the last, 
the Unitive Life. Poverty and neglect he had still to face, but 
it would seem that in spite of such crises as that noted in the 
MS. book: “‘Tuesday, Janry. 20, 1807, between Two & Seven 
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in the Evening—Despair,” what had been doubt had become 
faith and certainty, and henceforth the Divine Vision was not 
long absent from him. In writing of the redemption of man in 
Vala he had redeemed himself, and won spiritual freedom for 
his divided soul; the devils, the Four Zoas, had become the 
Children of Light and the servants of Man. Los, the Poetic 
Genius, tortured by doubts and failures, knew again that his 
name in Eternity was Urthona, Spirit, and that on Earth he had 
power to build the Palace of Art. Blake was beginning to 
engrave Milton, telling his own story of the struggle to free his 
genius from those who were corporeal friends but spiritual 
enemies, and the story of Milton’s conquest of spiritual unity 
which was also his own story of an inspired visionary know- 
ledge of the Unitive Life. Moreover, the conception of his last 
symbolic book, Jerusalem, the epic of spiritual freedom, was 
already taking shape in his mind. 

The conflict between reason and imagination which had 
beset the mystic was reflected in the divided inspiration of the 
artist. Of this he had already spoken to Butts in a letter from 
Felpham: but the flame of his early inspiration suddenly burnt 
clear after this visit to the Truchsessian Gallery. These pictures 
were the property of a Count Truchsess, who purported to 
have lost a large fortune in the French Revolution, and wished 
to found a company for the purchase of his pictures as the 
nucleus of a permanent gallery. Farington writes in his Diary, 
21st August 1803: 

Lawrence has been this morning to see the exhibition of Count Truchesis 
pictures near the New road, Marybone. He gave a most unfavourable 
account of them,—saying there was scarcely an original picture of a Great 


Master among them. . . . There are 1,000 pictures & Lawrence does not 
think the whole are worth £2,000. The Count values them at £60,000. 


The judgment of so famous a collector as Lawrence must be 
accepted. Blake, who had been recovering his youthful inspira- 
tion at Felpham, went to the Gallery with creative eyes: young 
genius, and Blake’s genius never aged, is often stimulated by 
something of little worth: how many of those prints after old 
masters by which his imagination had been fired would have 


wail 
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been thought worthy by Sir Thomas of a place in his port- 
folios? Blake speaks of twenty years of darkness which, if taken 
literally, would carry him back to 1784, but he was apt to deal 
in round numbers, and doubtless means that the happiness and 
certainty which produced the Songs of Innocence and the 
engraving of “Glad Day” have returned to him. Since then he 
had lived through the contrary state of experience and the dark 
tumult of Lambeth and Felpham, only broken by the laughter 
of The Marriage of Heaven and Hell. Mr. Foster Damon, how- 
ever, does not allow even this approximate accuracy to Blake’s 
“exactly twenty years,” reducing the time to less than half by 
dating it from the completion of Ahania—“Judging by Blake’s 
own. works, the terrible period of sterility had lasted only nine 
years.’ But Blake is not speaking of a period of sterility, if 
indeed the years during which he wrote Vala, and at least con- 
ceived the idea of Milton, can fairly be called sterile; on the 
contrary he calls those years “very profitable” though darkened 
by conflict and division. He respected the process of his own 
development, however painful that process might have been, 
and he knew what he had gained by it even though he was 
returning to his old ideas: his movement was synthetic, though 
he was furiously casting out what seemed to him error because 
it was foreign to his own genius. He had cautioned Butts 
against thinking that the pictures he had painted for him were 
not what he now wished them to be: moreover, he did not 
destroy his “experiment pictures” but exhibited them in 1809 
with the comment: 


These Pictures, among numerous others painted for experiment, were the 
result of temptations and perturbations, labouring to destroy Imaginative 
power, by means of that infernal machine called Chiaro Oscuro, in the hands 
of Venetian and Flemish Demons, whose enmity to the Painter himself, and 
to all Artists who study in the Florentine and Roman Schools, may be 
removed by an exhibition and exposure of their vile tricks. They cause that 
everything in art shall become a Machine. They cause that the execution 
shall be all blocked up with brown shadows. They put the original Artist 
in fear and doubt of his own original conception. The spirit of Titian was 
particularly active in raising doubts concerning the possibility of executing 
without a model, and when once he had raised the doubt, it became easy 
for him to snatch away the vision time after time, for, when the Artist took 
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his pencil to execute his ideas, his power of imagination weakened so much 


and darkened, that memory of nature, and of Pictures of the various schools 
possessed his mind, instead of appropriate execution resulting from the 
inventions; like walking in another man’s style and manner, unappropriate 
and repugnant to your own individual character; tormenting the true Artist, 
till he leaves the Florentine, and adopts the Venetian practice, or does as 
Mr. B. has done, has the courage to suffer poverty and disgrace, till he 


ultimately conquers. 


Many of the pictures which belonged to Mr. Butts are now 
in the Graham Robertson Collection. “The River of Life,” 
with its clear, radiant colour, is supposed to have been painted 
after Blake’s visit to the Truchsessian Gallery, and ““The Four 
and Twenty Elders casting down their crowns before the 
Divine Throne,” which specially impressed Rodin, was 
executed in 1805. On the other hand some of those pre-emin- 
ently remarkable for invention, such as ““The Soldiers Casting 
Lots for Christ’s Garments,” or for colour, as “The Death of 
the Virgin Mary” and its companion picture “The Death of 
St. Joseph,” belong to the earlier group. Blake, as Mr. Russell 
points out, stands almost alone as a great imaginative painter 
of figures in water colour. He has, in fact, accomplished a more 
difficult and a far rarer feat than that of the early imaginative 
landscape painters in water colour. The originality of his 
inventions, as, for instance, that of the angels flying downwards 
on each side of the figure of Christ in “The Ascension,” is 
usually singled out as the main characteristic of his genius. The 
brilliance and subtlety, the opalescence, the iridescence of his 
colouring at its bestare inevitably lost in reproductions. Another 
quality which is at least easier to detect in the originals because 
it is induced by such slight variations in tone, is the sculptur- 
esque, a legacy from those years spent in Westminster Abbey: 
often a group of two or three figures becomes in memory, like 
Blake’s fold of lambs, beautiful sculpture. Some of the pictures 
painted for Mr. Butts are far less successful than others. All 
Blake’s work except, perhaps, the series of colour-printed 
drawings, is uneven, but it is impossible to divide it into two 


groups, pre- and post-Truchsessian, as this enthusiastic pro- 
nouncement suggests, 
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In his letter Blake speaks, too, of “the spectrous fiend” as the 
“enemy of conjugal love,” and says that his wife’s feet also are 
now free from fetters. This implies that Mrs. Blake’s doubts 
had been added to his own, and even, perhaps, that her 
sympathy with Hayley may have gone a little further than 
Blake could have wished. The obvious interpretation—and 
doubtless Hayley’s reading—of his apostrophe to Felpham as 
“parent of immortal friendship” is that the good-natured 
Devil had urged him to an exaggerated expression of his 
feeling for Hayley, but the allusions to his wife suggest a subtler 
meaning. Blake sometimes uses friendship as the name for love 
in eternity, and in A Vision of the Last Judgment there is a 
senteice which recalls what those who knew her toward the 
end of her life say of Catherine Blake—“Also on the right hand 
of Noah A Female descends to meet her Lover or Husband, 
representative of that Love, call’d Friendship, which Looks for 
no other heaven than their Beloved & in him sees all reflected 
as in a Glass of Eternal Diamond.” Blake may then be referring 
to a more perfect relationship with his wife as one outcome of 
his spiritual victory. But on the other hand gratitude and the 
relief from Hayley’s presence may have temporarily induced 
a belief in their immortal friendship, witness the characteristic 
scrap from a sale catalogue: “Reading in the Bible of the Eyes 
of the Almighty, I could not help putting up a petition for 
yours.” 

The rest from perturbation means, of course, the freedom 
from financial anxiety of Felpham of which he had assured 
Butts. The peacefulness of Felpham had now become a 
refreshing memory: 


Remembering our happy Christmas at lovely Felpham, our spirits seem 
still to hover round our sweet cottage and round the beautiful Turret. I have 
said seem, but am persuaded that distance is nothing but a phantasy. We 
are often sitting by our cottage fire, and often we think we hear your voice 
calling at the gate. Surely these things are real and eternal in our eternal 
mind and can never pass away. 


Blake’s letters are full of references to the Life of Romney as 
he was assisting Hayley by collecting material and interviewing 
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various persons concerned. This brought him into renewed 
relations with Flaxman, who was one of the principal persons 
to be consulted on Hayley’s behalf; and he writes: “My 
admiration of Flaxman’s genius is more and more—his in- 
dustry is equal to his other great powers.” And again, after the 
death of Banks, the sculptor, in 1805, “I conceive Flaxman 
stands without a competitor in sculpture.” 

An extract from a letter printed in a sale catalogue bearing 
the date 4th December 1804, has the sentence, “I have men- 
tioned your proposals to our noble Flaxman, whose high & 
generous spirit relinquishes the whole to me—but that he will 
overlook and advise.” Blake also alludes to the new edition of 
Flaxman’s Homer, for which he engraved three plates. 

One of the owners of Romney’s pictures upon whom Blake 
called was Adam Walker, author and inventor, who showed 
him some family portraits: 


But above all, a picture of Lear and Cordelia, when he awakes and knows 
her—an incomparable production, which Mr. W. bought for five shillings 
at a broker’s shop; it is about five feet by four and exquisite for expression; 
indeed, it is most pathetic; the heads of Lear and Cordelia can never be 
surpassed, and Kent and the other attendant are admirable; the picture is 
very highly finished. 


Another, Daniel Braithwaite, thought Blake’s own engrav- 
ing of Romney “a very great likeness.” This portrait, which 
Blake mentions several times as acceptable to those who had 
known Romney, was intended for Hayley’s Life, but was not 
used. His only contribution was “The Shipwreck,” after a 
sketch by Romney, for which he took Fittler’s illustrations of 
Falconer’s poem, The Shipwreck, as a model. On 4th May 1804 
he had written to Hayley: 


I thank you sincerely for Falconer, an admirable poet, and the admirable 
prints to it by Fittler. Whether you intended it or not, they have given me 
some excellent hints in engraving; his manner of working is what I shall 
endeavour to adopt in many points. 


Blake’s old partner, James Parker, was among those whom 
he consulted about engraving plates for Romney’s Life. Parker 
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was now apparently very prosperous: Blake quotes him as 
saying: “I have to-day turned away a Plate of 400 Guineas 
because I am too full of work to undertake it, & I know that 
all the Good Engravers are so Engaged that they will be hardly 
prevail’d upon to undertake more than One of the Plates on 
so short a notice.” It may be that Blake is comparing his own 
lot with Parker’s in a sentence in a sale catalogue which follows 
another concerning Romney’s Life—‘‘Money flies from me. 
Profit never ventures upon my Threshold, tho’ every other 
man’s doorstone is worn down into the very Earth by the 
footsteps of the fiends of commerce.” 

Blake was also finishing the plates for Cowper’s Life and 
writes on 23rd February 1804: 


The plates of Cowper’s Monument are both in great forwardness, & you 
shall have Proofs in another week. I assure you that I will not spare pains, 
& am myself very much satisfied that I shall do my duty & produce two 
Elegant plates; there is, however, a great deal of work in them that must & 
will have time. 


And again three weeks later: 


Engraving is Eternal work; the two plates are almost finish’d. You will 
recieve proofs of them for Lady Hesketh, whose copy of Cowper’s letters 
ought to be printed in letters of Gold & ornamented with Jewels of Heaven, 
Havilah, Eden & all the countries where Jewels abound. I curse & bless 
Engraving alternately, because it takes so much time & is so untractable, 
tho’ capable of such beauty & perfection. 


Hayley is fussing over the non-arrival of the plates and on 
31st March Blake says: 


I hope you will believe me when I say that my solicitude to bring them to 
perfection has caused this delay, as also not being quite sure that you had 
copies ready for them. I could not think of delivering the twelve copies 
without giving the last touches, which are always the best. . . . I remain, 


in engraver’s hurry, which is the worst and most unprofitable of hurries. 
Your sincere and affectionate, 
Witt Brake. 


When he first went back to London Blake expected to pro- 
cure work as an engraver without difficulty. On 26th October 
1803 he wrote to Hayley: “I have got to work after Fuseli for 
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a little Shakespeare. Mr. Johnson, the bookseller, tells me that 
there is no want of work. So far you will be rejoiced with me, 
and your words ‘Do not fear you can want employment!’ were 
verified the morning after I received your kind letter. . . .” 
The reference is to Alexander Chalmers’ edition of Shakes- 
peare’s Works, 1805, for which he engraved two plates after 
Fuseli, “Queen Katherine’s Dream” and “Romeo and the 
Apothecary,” receiving £25 for each plate. And early in the 
New Year he says: 

My dear sir, I wish now to satisfy you that all is in a good train; I am 
going on briskly with the Plates, find everything promising work in abund- 


ance; and, if God blesses me with health, doubt not, yet to make a figure in 
the great dance of life that shall amuse the spectators in the sky. 


He engraved plates for two books by Prince Hoare, painter 
and dramatist, whose acquaintance he made at this time. 
Hoare had studied in Rome under Mengs with Fuseli in 1776, 
and became Foreign Secretary of the Royal Academy in 1799. 
Blake writes to Hayley on the 23rd February 1804: 

I inclose likewise the Academical Correspondence of Mr. Hoare the 
Painter, whose note to me I also inclose, for I did but express to him my 
desire of sending you a copy of his work, & the day after I reciev’d it with 


the note Expressing his pleasure in your wish to see it. You would be much 
delighted with the Man, as I assure myself you will be with his work. 


The frontispiece of the Correspondence is “Two Views of a 
Statue of Ceres” engraved by Blake after Flaxman. Blake also 
engraved the frontispiece for Hoare’s An Inquiry into the 
Requisite Cultivation and Present State of the Arts of Design in 
England, published in 1806. The subject of this is the “Graphic 
Muse” sketched from the picture by Sir Joshua Reynolds on 
the ceiling of the library of the Royal Academy, which has 
now been transferred to the Council Chamber of Burlington 
House. This is Blake’s only known work after Reynolds, 
and his opinion of his task is not recorded. 

He exhibits great interest in a scheme for which it is difficult 
to understand his enthusiasm, except that he doubtless thought 
it would give Hayley pleasure. Richard Phillips, bookseller 
and editor of the Monthly Magazine, had proposed that Hayley 
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should be responsible for the conduct of a literary enterprise, 
and Blake was commissioned by Prince Hoare to act as 
intermediary. He endorses a note of Phillips’ terms, saying: 


Knowing your aversion to reviews and reviewing, I consider the present 
proposal as peculiarly adapted to your ideas. It may be call’d a Defence of 
Literature against those pests of the press, and a bulwark for genius, which 
shall, with your good assistance, disperse those rebellious spirits of Envy and 
Malignity. In short, if you see it as I see it, you will embrace this proposal 
on the score of parental duty. Literature is your child. She calls for your 
assistance! You, who never refuse to assist any, how remote so ever, will 
certainly hear her voice. 


Either because Hayley wished to delegate some of his duties 
or for another cause the scheme fell through. 

Blake’s courteous and easy references to money matters 
mark his friendly relations with Hayley: 


Now, My Dear Sir, I will thank you for the transmission of ten Pounds to 
the Dreamer over his own Fortunes: for I certainly am that Dreamer; but 
tho’ I dream over my own Fortunes, I ought not to Dream over those of 
other Men, & accordingly have given a look over my account Book, in 
which I have regularly written down Every Sum I have reciev’d from you; 
& tho’ I never can balance the account of obligations with you, I ought to 
do my best at all times & in all circumstances. I find that you was right in 
supposing that I had been paid for all I have done; but when I wrote last 
requesting ten pounds, I thought it was Due on the Shipwreck (which it 
was), but I did not advert to the Twelve Guineas which you Lent Me when 
I made up 30 Pounds to pay our worthy Seagrave in part of his Account. 
I am therefore that 12 Guineas in your Debt: Which If I had consider’d, I 
should have used more consideration & more ceremony also, in so serious 
an affair as the calling on you for more Money; but, however, your kind 
answer to my Request makes me Doubly Thank you. 


And, again, when the arrangements with Phillips for the 
ill-fated second edition of the Ballads were under discussion: 


I consider myself as only put in trust with this work, and that the copy- 
right is for ever yours. I therefore beg that you will not suffer it to be injured 
by my ignorance, or that it should in any way be separated from the grand 
bulk of your literary property. Truly proud I am to be in possession of this 
beautiful little estate; for that it will be highly productive I have no doubt, 
in the way now proposed; and I shall consider myself a robber to retain any 
more than you at any time please to grant. In short I am tenant at will, 
and may write over my door, as the poor barber did. “Money for live here. 
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Toward the end of the year he refers again to the Ballads: 


I cannot give you any Account of our Ballads, for I have heard nothing 
of Phillips this Age. I hear them approved by the best, that is, the most 
serious people, & if any others are displeased it is also an argument of their 
being Successful as well as Right, of which I have no Doubt; for what is 
Good must succeed first or last, but what is bad owes success to something 
beside or without itself, if it has any. 


Before Blake had been back in London for a year he found 
that, however much the appearance of the town had improved, 
human nature was the same, and he exposes to Hayley the 
attempts of Johnson and Phillips to decry the work of the 
Chichester printer, Seagrave, whom Hayley had employed, in 
their own interests, adding: 


I could not avoid saying thus much in justice to our good Seagrave, 
whose replies to Mr. Johnson’s aggravating letters have been represented to 
Mr. Rose in an unfair light, as I have no doubt; because Mr. Johnson has, 
at times, written such letters to me as would have called for the sceptre of 
Agamemnon rather than the tongue of Ulysses, and I will venture to give it 
as my settled opinion that if you suffer yourself to be persuaded to print in 
London you will be cheated every way; but, however, as some little excuse, 
I must say that in London every calumny and falsehood utter’d against 
another of the same trade is thought fair play. Engravers, Painters, Statuaries, 
Printers, Poets, we are not in a field of battle, but in a City of Assassinations. 
This makes your lot truly enviable, and the country is not only more 
beautiful on account of its expanded meadows, but also on account of its 
benevolent minds. 


Hayley, it would seem, quoted these remarks to Flaxman 
with a little embroidery, as the latter comments on them in a 
letter of and August 1804: 


. - with respect to Blake’s remark upon “Assassinations” I suppose he 
may have been acquainted with wretches capable of such practices, but I 
desire it may be understood that I am not one of them, and tho’ I do not deal 
in “barbarous stilettos” myself I am willing to acknowledge the benevolence 
and soundness of Blake’s general observation as well as the point and keen- 
ness with which it was applied; but this was only a poetic jeu d’esprit which 
neither did nor intended harm. 


The fashionable enthusiasm of the moment appealed to him as 


little as the self-interested commercialism of Johnson, Phillips 
& Co. 
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Few memoirs or essays of this time can be without their 
references, favourable or adverse, to that well-advertised 
phenomenon, the actor Betty, who did not fulfil his boyhood’s 
promise. Here is Blake’s comment: 


The town is mad: young Roscius, like all prodigies, is the talk of every- 
one. I have not seen him, and perhaps never may. I have no curiosity to 
see him, as I well know what is within compass of a boy of fourteen; and as 
to real acting, it is, like historical painting, no boy’s work. 


Toward another infant prodigy he shows more sympathy. 
In 1806 Dr. Benjamin Heath Malkin, head master of Bury 
Grammar School, and author of Scenery, Antiquities, and Bio- 
graphy. of South Wales and other works, published an account 
of the precocious little Thomas Malkin, who died in 1802, in | 
his seventh year. Reference has already been made to Dr. 
Malkin’s account of Blake in the dedicatory epistle of Johnes 
of Hafod, translator of Froissart, which serves as introduction 
to A Father's Memoirs of his Child. Dr. Malkin supports his 
own view of the originality of his little boy’s drawings by 
adding Blake’s testimony. Blake praises the “firm, determinate 
outline,” and concludes: “‘All his efforts prove this little boy to 
have had that greatest of all blessings, a strong imagination, 
a clear idea, and a determinate vision of things in his own 
mind.” 

One of Thomas’ productions was a Map of Allestone, an 
imaginary country, with places named Bubblebob, Punch- 
peach, Le Grassebank, and so forth, of which he also wrote the 
history. Blake may have known little Thomas before he went 
to Felpham in 1800, and encouraged him in the creation of a 
mythical region, but it is more likely that Cromek introduced 
him to Dr. Malkin in 1805. The frontispiece of the Memoir has 
a portrait of the child after a miniature by Paye, surrounded by 
a design after Blake which represents an angel conducting the 
child heavenward; he takes leave of his mother, who is kneeling 
on the edge of a cliff. The objects lying beside her may have 
been suggested to Blake by a passage in one of the child’s own 
letters. “Also, I think my Pocket-Book, is a very nice thing, 

o 
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especially; for in it, there is a tweasers, bodkin, scissors, and a 
knife to cut with, pencil to write memorandums with upon 
the asses skin, and there is a clasp to it on the outside to open 
and shut the pocket-book with.” Gilchrist states that the design 
was originally engraved by Blake himself, but was re-en- 
graved by Cromek. The reviewers were not attracted by the 
specimens of Blake’s poetry quoted by Dr. Malkin: in the 
Monthly Review for October 1806 he is described as “certainly 
very inferior to Dr. Watts,” while the writer in the Monthly 
Magazine of January 1807 considers that “the poetry of Mr. 
Blake, inserted in the dedication, does not rise above medioc- 
rity; as an artist he appears to more advantage.”’ The variant 
of the last line of the third verse of “The Tyger”: “What dread 
hand forged thy dread feet?” for “What dread hand? & what 
dread feet?” is interesting because Malkin had derived his 
information direct from Blake. 

The only letters of Blake’s which have been preserved from 
the time of his return to London till the end of 1805 are ad- 
dressed to Hayley, and are chiefly concerned with Hayley’s 
work and his own. They contain a few allusions to books; 
the précis in a sale catalogue of a letter of 16th July 1804 has: 
“Speaks in high praise of Mrs. Klopstock’s Letters and says that 
Richardson has won his heart.” His reference to a Life of 
Washington which he is sending on to Hayley suggests that his 
enthusiasm for the American Revolution is on the wane. Did 
he see Urizen’s Prohibition, one law for the lion and the ass, 


approaching to condemn his shadowy pint of porter? 


I suppose an American would tell me that Washington did all that was 
done before he was born, as the French now adore Buonaparte and the 
English our poor George; so the Americans will consider Washington as 
their God. This is only Grecian, or rather Trojan, worship, and perhaps will 
be revised (?) in an age or two. In the meantime I have the happiness of 
seeing the Divine Countenance in such men as Cowper and Milton more 
distinctly than in any prince or hero. 


Blake’s last two letters to Hayley are reserved for later 
quotation, as they introduce his successor, an employer who 
better deserved the name of Satan than the well-intentioned 
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Bard. Although no further letters have come to light Blake’s 
lines “On H— The Pick Thank” 
I write the Rascal Thanks till he & I 
With Thanks & Compliments are quite drawn dry 

show that the correspondence continued for some years, since 
this and his other epigrams on Hayley are in the section of the 
Rossetti MS. ascribed to circa 1808-1811. Some critics have 
spoken of these epigrams as though Blake, after signing one 
of his affectionate letters of 1803-1805, had opened his MS. 
book and then and there scribbled lines of a grossly opposite 
character. This is inaccurate and misleading. The breach with 
Hayley gradually widened until all and more than all the 
Felpham. bitterness revived and overflowed in lines which, be 
it remembered, were never intended for publication. It is clear 
from Blake’s letters that he was expecting a considerable share 
in engraving the plates for Romney’s Life, his position as 
Hayley’s agent in collecting material for illustrations also gives 
colour to such an expectation: and. yet he is only represented 
by one plate, that of “The Shipwreck.” The portrait to which 
reference has been made was discarded, and none of the other 
illustrations was allotted to him. In a letter of 27th April 1804 
he says: “Engraving is of so slow process, I must beg of you 
to give me the earliest possible notice of what engraving is to 
be done for the Life of Romney.” On 4th May of the same year 
he writes: “Mr. Flaxman agrees with me that somewhat more 
than outline is necessary to the execution of Romney’s designs, 
because his merit is eminent in the art of massing his lights 
and shades. I should propose to etch them in a rapid but firm 
manner, somewhat, perhaps, as I did the Head of Euler; . . .” 
He discusses the same subject in the letter of 22nd June, sup- 
porting his own opinion by that of Parker and Flaxman, 
though it would appear that, at any rate by that date, Blake 
did not look forward to undertaking all the work for the Life 
himself. He says: 

. . it is certain that the Pictures deserve to be engraved by the hands of 


Angels, & must not by any means be done in a careless or too hasty manner. 
The Price Mr. Parker has affix’d to each is Exactly what I myself had before 
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concluded upon. Judging as he did that if the Fuseli Shakespeare is worth 
25 Guineas, these will be at least worth 30, & that the inferior ones cannot 
be done at any rate under 15. 

Mr. Flaxman advises that the best engravers should be engaged in the 
work, as its magnitude demands all the Talents that can be procured. 


He then gives a list of eight subjects chosen by Flaxman, and 
adds: “I hope . . . you will soon receive such documents as will 
enable you to decide on what is to be done in our desirable & 
arduous task of doing Justice to our admired Sublime Rom- 
ney. 

: he proposals referred to in Blake’s letter of December,1804 
may be assumed to refer to the Life of Romney, and it was 
probably suggested that he should engrave a certain number of 
plates, possibly those afterwards allotted to Caroline Watson, 
under Flaxman’s supervision. They cannot refer to a book 
which was later under consideration for the benefit of Samuel 
Rose’s widow, as Blake’s letter about his death is dated 20th 
December of this year. A letter of Flaxman’s of 12th August 
1805 relates to this suggestion, which apparently came to 
nothing, at any rate so far as Blake was concerned. He offers 
to give five drawings of his own, adding: 


. .. concerning the Edward the first, I have seen two or three noble sketches 
by Blake which might be drawn in outline by him in a manner highly 
creditable to your book & I would overlook them so far as to see that they 
would be suitable to the other designs. 


Later in the same letter he says: 


... the day after I recieved your last letter Blake brought a present of two 
copies of the Songs, it is a beautiful work, Nancy and [are equally thankful 
for this present, and equally delighted with your bounty to the Poet- 
Artist... . 


This letter shows that while Flaxman was a genuine admirer 
of Blake’s powers he considered that his engraving was too 
individual in character to combine easily with work by other 
hands, but it was not his doing that Hayley employed Caroline 
Watson instead of Blake as he had expressed a poor opinion of 
her work as far back as 18th June 1804. In the same letter he 
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recommended Cromek as an alternative, mentioning “The 
Shipwreck” as a specially suitable subject for him, but it is fair 
to assume that he did not at that time know that Blake was 
engraving “The Shipwreck,” and on the 18th December Blake 
reports to Hayley that Flaxman approves much of his plate. 
Hayley’s first transference of work from Blake to Caroline 
Watson was the substitution in the octavo edition of 1805 of 
the Life of Cowper of her engraving after Romney’s drawing of 
Cowper for Blake’s, which had appeared in the first edition. 
Blake, it would seem, did not know of her engraving till April 
1805, and it is not clear that he was then informed that it was 
to be used in the new edition. His courteous comment is: “The 
idea of seeing an engraving of Cowper by the hand of Caroline 
Watson is, I assure you, a pleasing one to me. It will be highly 
gratifying to see another copy by another hand, and not only 
gratifying, but improving, which is much better.” 

The Life of Romney was published in 1809. Most of the plates 
were executed by Caroline Watson, who assumed the réle of 
engraver-in-chief originally intended for and expected by Blake. 
There is, however, no evidence of an actual breach of agree- 
ment, nor can it be determined at what point Blake realized 
that he had been finally ousted. It is possible that the fresh 
venture on which he was embarking was considered by Hayley 
and his adviser, Flaxman, as a sufficient excuse for ignoring the 
indefinite arrangement with him. 

There are no private letters for 1806 or 1807, but in June of 
the former year a letter to Richard Phillips, as Editor, appeared 
in the Monthly Magazine protesting against a criticism in Bell’s 
Weekly Messenger of Fuseli’s Count Ugolino, exhibited at the 
Royal Academy, in which the treatment of the subject and also 
the colouring had been censured. After a vigorous defence of 


both Blake concluded: 


A gentleman who visited me the other day, said, “I am very much 
surprised at the dislike that some connoisseurs show on viewing the pictures 
of Mr. Fuseli, but the truth is, he is a hundred years beyond the present 
generation.” Though I am startled at such an assertion, I hope the con- 
temporary taste will shorten the hundred years into as many hours; for I am 
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sure that any person consulting his own eyes must prefer what is so super- 
eminent; and I am as sure that any person consulting his own reputation 
or the reputation of his country, will refrain from disgracing either by such 
ill-judged criticism again. 


On 14th October 1807 Blake addressed another letter to 
Phillips, both as Editor and as Sheriff, demanding an enquiry 
into the alleged imprisonment of an astrologer. “We are all 
subject to Error”: writes Blake. “Who shall say, Except the 
Natural Religionists, that we are not all subject to Crime?” 
This letter was not published. 


Flaxman first informed Hayley of Blake’s new prospects in 
a letter of 18th October 1805: 


S 


... Mr. Cromek has employed Blake to make a set of forty drawings from 
Blair’s poem of The Grave, twenty of which he proposes to have engraved 
by the designer and to publish them, with the hope of rendering service to 
the artist. Several members of the Royal Academy have been highly pleased 
with the specimens, and mean to encourage the work. I have seen several 
compositions; the most striking are: “The Gambols of Ghosts according 
with their affections previous to the final Judgment;” “A Widow embrac- 
ing the turf which covers her Husband’s Grave;” “Wicked Strong Man 
Dying;” “The Good Old Man’s Soul received by Angels.” 


In a later letter he added the acrimonious comment: 


... you will be glad to hear that Blake has his hands full of work for a 
considerable time to come, and if he will only condescend to give that 
attention to his worldly concerns which everyone does that prefers living to 
starving, he is now in a way to do well.... 


Cromek is the engraver already mentioned whom Flaxman 
had recommended to Hayley in connection with Romney’s 
Life. He was a pupil of Bartolozzi’s, and had engraved many 
book illustrations after Stothard, but was now trying partly, it 
would appear, on account of indifferent health, to set up for 
himself as a publisher of engravings and illustrated books. He 
must be credited with a certain measure of artistic discernment 
as well as with commercial acumen of a less creditable kind. 

Blake himself announces his undertaking in a letter to Hayley 
dated 27th November 180s: 


all 
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Mr. Cromek the Engraver came to me desiring to have some of my 
Designs; he named his Price & wish’d me to Produce him Illustrations of 
The Grave, A Poem by Robert Blair; in consequence of this I produced 
about twenty Designs which pleas’d so well that he, with the same liberality 
with which he set me about the Drawing, has now set me to Engrave them. 
He means to Publish them by Subscription with the Poem as you will see in 
the Prospectus which he sends you in the Pacquet with the Letter. You will, 
I know, feel as you always do on such occasions, not only warm wishes to 
promote the Spirited Exertions of my friend Cromek. You will be pleased 
to see that the Royal Academy have Sanctioned the Style of Work. I now 
have reason more than ever to lament your Distance from London, as that 
alone has prevented our Consulting you in our Progress, which is but of 
about two Months Date. 


Blake’s reply to Hayley’s congratulations, which closes the 
surviving correspondence “between them, shows that he 
expected to be delivered from pecuniary anxiety by the 
arrangement with Cromek, and also believed that his oppor- 
tunity had at last come for obtaining wider recognition as a 
“Prophet of True Art.” 


I cannot omit to Return you my sincere & Grateful Acknowledgments 
for the kind Reception you have given my New Projected Work. It bids 
fair to set me above the difficulties I have hitherto encountered. But my Fate 
has been so uncommon that I expect Nothing. I was alive and in health 
and with the same Talents I now have all the time of Boydell’s, Machlin’s, 
Bowyer’s, & gther great works. I was known to them and was look’d upon 
by them as Incapable of Employment in those Works; it may turn out so 
again, notwithstanding appearances. I am prepared for it, but at the same 
time sincerely Grateful to Those whose Kindness & Good opinion has sup- 
ported me thro’ all hitherto. You, Dear Sir, are one who has my Particular 
Gratitude, having conducted me thro’ Three that would have been the 
Darkest Years that ever Mortal Suffer’d, which were render’d thro’ your 
means a Mild and Pleasant Slumber. I speak of Spiritual Things, Not of 
Natural; of Things known only to myself and to Spirits of Good and Evil, 
but Not known to Men on Earth. It is the passage thro’ these Three Years 
that has brought me into My Present State, and I know that if I had not been 
with you I must have Perish’d. Those Dangers are now passed and I can see 
them beneath my feet. It will not be long before I shall be able to present 
the full history of my Spiritual Sufferings to the dwellers upon Earth, and 
of the Spiritual Victories obtained for me by my Friends. Excuse this 
Effusion of the Spirit from One who cares little for this World, which 
passes away, whose happiness is secure in Jesus our Lord, and who looks for 
suffering till the time of complete deliverance. In the meanwhile I am kept 
Happy, as I used to be because I throw Myself and all that I have on our 
Saviour’s Divine Providence. O what Wonders are the Children of Men! 
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Would to God they would consider it,—that they would consider their 
Spiritual Life, regardless of that faint Shadow called Natural Life, and that 
they would Promote Each other’s Spiritual labours, each according to its 
Rank, & that they would know that Receiving a Prophet as a Prophet is a 
Duty which If omitted is more Severely Avenged than Every Sin and 
Wickedness beside. It is the Greatest of Crimes to Depress True Art and 
Science. I know that those who are dead from the Earth, & who mocked 
and Despised the Meekness of True Art (and such, I find, have been the 
situation of our Beautiful Affectionate Ballads), I know that such Mockers 
are Most Severely Punished in Eternity. I know it, for I see it & dare not 
help. The Mocker of Art is the Mocker of Jesus. Let us go on, Dear Sir, 
following his Cross: let us take it up daily, Persisting in Spiritual Labours 
& the Use of that Talent which it is Death to Bury, and of that Spirit to 
which we are called. 


It appears from the first of these letters, as also from Flax- 
man’s account, that Cromek had definitely commissioned 
Blake to make designs from Blair’s Grave. Gilchrist’s statement, 
supported by J. T. Smith, that he had already made some 
drawings, intending to engrave and publish them himself, may 
therefore be erroneous. The letter of 27th November, and this 
is a more important point, confirms J. T. Smith’s statement 
that the drawings were sold to Cromek on the express under- 
standing that Blake was to engrave them himself, though 
Cromek’s prospectus, to which Gilchrist refers, announcing 
that the engravings were to be from Blake’s own hand, has 
disappeared. Cromek purchased twelve instead of twenty of 
Blake’s designs for the sum of twenty guineas, and breaking his 
contract with Blake, handed them over to Schiavonetti, a 
second-rate engraver, who had been a fellow pupil of his under 
Bartolozzi. Blake, according to Gilchrist, had actually en- 
graved one or two plates, and he obviously expected to derive 
his profit mainly from engraving, as the price of a single plate 
would have exceeded that of the whole set of drawings. After 
his designs had been transferred to Schiavonetti he offered 
Cromek an exquisite drawing intended to accompany the 
lines in which he had dedicated his illustrations to the Queen, 
at £4 4s., a price higher than he had charged for the others on 
the understanding that he should be their engraver. Cromek’s 
reception of this moderate proposal is both mean and insolent: 
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64, Newman Street. May 1807. 

Mr. Braxe—Sir, I received not without great surprise, your letter demand- 
ing four guineas for the sketched vignette dedicated to the Queen. I have 
returned the drawing with this note, and I will briefly state my reasons for 
so doing. In the first place I do not think it merits the price you affix to it 
under any circumstances. In the next place I never had the remotest suspicion 
that you could for a moment entertain the idea of writing me to supply 
moncy to create an honour in which I cannot possibly participate. The 
Queen allowed you, not me, to dedicate the work to her! The honour would 
have been yours exclusively; but that you might not be deprived of any 
advantage likely to contribute to your reputation, I was willing to pay Mr. 
Schiavonetti ten guineas for etching a plate from the drawing in question. 


Another reason for returning the sketch is that I can do without it, having 
already engaged to give a greater number of etchings than the price of the 
book will warrant; and I neither have nor ever had any encouragement 
from you to place you before the public in a more favourable point of view 
than that which I have already chosen. You charge me with imposing upon 
you. Upon my honour I have no recollection of anything of the kind. If the 
world and I were to settle accounts to-morrow, I do assure you the balance 
would be considerably in my favour. In this respect “I am more sinned 
against than sinning.” But, if I cannot recollect any instance wherein I have 
imposed upon you, several present themselves in which I have imposed upon 
myself. Take two or three that press upon me. 


When I first called on you, I found you without reputation; I imposed 
on myself the labour, and an Herculean one it has been, to create and 
establish a reputation for you. I say the labour was Herculean, because I had 
not only to contend with, but I had to battle with a man who had pre- 
determined not to be served. What public reputation you have, the reputa- 
tion of eccentricity excepted, I have acquired for you, and I can honestly 
and conscientiously assert that if you had laboured thro’ life for yourself as 
zealously and as earnestly as I have done for you your reputation as an artist 
would not only have been enviable but it would have put it out of the power 
of an individual as obscure as myself, either to add to or to take from it. 
I also imposed on myself when I believed what you have so often told me, 
that your works were equal, nay superior, to a Raphael or to a Michael 
Angelo! Unfortunately for me as a publisher the public awoke me from 
this state of stupor, this mental delusion. That public is willing to give you 
credit for what real talent is to be found in your productions, and for no 
more. 

I have imposed on myself yet more grossly in believing you to be one alto- 
gether abstracted from this world, holding converse with the world of 
spirits!—simple, unoffending, a combination of the serpent and the dove. 
I really blush when I reflect how I have been cheated in this respect. The 
most effectual way of benefiting a designer whose aim is general patronage, 
is to bring his designs before the public, through the medium of engraving. 
Your drawings have had the good fortune to be engraved by one of the first 
artists in Europe, and the specimens already shown have already produced 
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you orders that I verily believe you otherwise would not have received. 
Herein I have been gratified, for I was determined to bring you food as well 
as reputation, tho’ from your late conduct I have some reason to embrace 
your wild opinion, that to manage genius, and to cause it to produce good 
things, it is absolutely necessary to starve it; indeed, this opinion is con- 
siderably heightened by the recollection that your best work, the illustration 
of “The Grave,” was produced when you and Mrs. Blake were reduced so 
low as to be obliged to live on half-a-guinea a week. 

Before I conclude this letter, it will be necessary to remark, when I gave 
you the order for the drawings from the poem of “The Grave,” I paid you 
for them more than I could then afford; more in proportion than you were 
in the habit of receiving, and what you were perfectly satisfied with, though, 
I must do you the justice to confess much less than I think is their real value. 
Perhaps you have friends and admirers who can appreciate their merit and 
worth as much as I do. I am decidedly of opinion that the twelve for “The 
Grave” should sell at the least for sixty guineas. If you can meet with any 
gentleman who will give you this sum for them, I will deliver them into his 
hands on the publication of the poem. I will deduct the twenty guineas I 
have paid you for that sum, and the remainder forty ditto shall be at your 
disposal. 


The book was published in 1808, and was issued to 589 sub- 
scribers at 2} guineas, some proof copies being priced at 4 
guineas. Cromek announces in his Advertisement that he had 
submitted the drawings before they were engraved to eleven 
members of the Royal Academy, including West, the Presi- 
dent, Flaxman, and Lawrence. The dull little introduction is 
by Fuseli, and the descriptions of the plates probably by 
Cromek himself. The frontispiece is an engraving of Blake by 
Schiavonetti after the portrait by T. Phillips, R.A., now in 
the National Portrait Gallery. A comparison between this 
painting and the life mask in the same gallery suggests that 
Phillips has softened, weakened, and conventionalized Blake’s 
head as much as Schiavonetti has softened, weakened, and con- 
ventionalized his designs. Allan Cunningham, in The Cabinet 
Gallery of Pictures, tells an anecdote about this picture, which, 
like others in Cunningham’s version of the Blake legend, 
suggests embellishment: 


Blake, who always saw in fancy every form he drew, believed that angels 
descended to painters of old, and sat for their portraits. When he himself 
sat to Phillips for that fine portrait so beautifully engraved by Schiavonetti, 
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the painter, in order to obtain the most unaffected attitude, and the most 
poetic expression, engaged his sitter in a conversation concerning the sub- 
lime in art. “We hear much,” said Phillips, “of the grandeur of Michael 
Angelo; from the engravings I should say he has been over-rated; he could 
not paint an angel so well as Raphael.” “He has not been over-rated, Sir,” 
said Blake, “‘and he could paint an angel better than Raphael.” “Well, but,” 
said the other, “you never saw any of the paintings of Michael Angelo; and 
pethaps speak from the opinions of others; your friends may have deceived 
you.” “T never saw any of the paintings of Michael Angelo,” replied Blake, 
“but I speak from the opinion of a friend who could not be mistaken.” 
“A valuable friend truly,” said Phillips, “‘and who may he be I pray?” “The 
arch-angel Gabriel, Sir,” answered Blake. “A good authority surely, but 
you know evil spirits love to assume the looks of good ones; and this may 
have been done to mislead you.” “Well now, Sir,” said Blake, “this is really 
singular; such were my own suspicions; but they were soon removed—I 
will tell you how. I was one day reading Young’s Night Thoughts, and 
when I came to that passage which asks ‘who can paint an angel,’ I closed 
the book and cried, ‘Aye! who can paint an angel?’ A voice in the room 
answered, ‘Michael Angelo could.’ ‘And how do you know,’ I said, looking 
round me, but I saw nothing save a greater light than usual. ‘I know,’ said 
the voice, “for I sat to him; I am the arch-angel Gabriel.’ ‘Oho!’ I answered, 
“You are, are you; you may be an evil spirit—there are such in the land.’ 
“You shall have good assurance,’ said the voice, ‘can an evil spirit do this?’ 
I looked when the voice came, and was then aware of a shining shape, with 
bright wings, who diffused much light. As I looked, the shape dilated more 
and more: he waved his hands; the roof of my study opened; he ascended 
into heaven; he stood in the sun, and beckoning to me, moved the universe. 
An angel of evil could not have done that—it was the arch-angel Gabriel.” 
The painter marvelled much at this wild story; but he caught from Blake’s 
looks, as he related it, that rapt poetic expression which has rendered his 
portrait one of the finest of the English school. 


Fate, it would seem, took a malignant revenge on Blake for 
his disbelief in the reality of time; she never secured him ease 
or even a modest measure of prosperity: she made him wait for 
his due share of fame. And now when, through the publication 
of his series of designs for Blair’s The Grave, he made his first 
and only appeal to a contemporary public wider than the little 
group of his fellow artists and admirers, his work was dis- 
honoured, his true art depressed, by inadequate interpretation. 
Possibly Cromek was wise in his generation and a larger public 
was then only able to assimilate Blake diluted by Schiavonetti, 
but he is none the less guilty not only of cheating Blake but of 
defrauding the world of the setting which befitted his jewel. 
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Although the Blair designs were Blake’s only work with any 
pretensions to popularity in his own day, they were too imagin- 
ative to be wholly acceptable. Cunningham, who himself 
awards them tepid praise, says that “The frontispiece—a 
naked Angel descending headlong and rousing the Dead with 
the sound of the last Trumpet—alarmed the devout people of 
the North, and made maids and matrons retire behind their 
fans.’’ Crabb Robinson was disturbed because Blake’s “greatest 
enjoyment consists in giving bodily form to spiritual beings.” 
He mentions the engravings which represent the soul as 
hovering over the body or uniting with it as “about the most 
offensive of his inventions.” 

Robert Hunt, in the Examiner, agrees with Crabb Robinson 
in admiring the “Death of the Wicked Man,” but considers 
that “nearly all the allegory is not only far-fetched but absurd, 
inasmuch as a human body can never be mistaken in a picture 
for its soul.” Two of the designs are, however, worse than 
silly—‘“The Day of Judgment” and “The Meeting of a Family 
in Heaven’’—as “here an appearance of libidinousness intrudes 
itself upon the holiness of our thoughts, and counteracts their 
impression. ... 

“At the awful day of Judgment, before the throne of God 
himself, a male and female figure are described in most in- 
decent attitudes. It is the same with the salutation of a man and 
his wife meeting in the pure mansions of Heaven.” It is, 
perhaps, of the supersensuality of this reviewer that Blake was 
thinking when he wrote that a man could no longer embrace 
his own wife without being condemned as unchaste. James 
Montgomery was also scandalized by some of the plates: he 
sold his copy at the subscription price as unfit to lie on the 
parlour table, but regretted his haste when the work became 
rarer and more valuable. 

Not content with this, Cromek undoubtedly made Blake 
the victim of a second piece of trickery, though it is impossible 
to determine the truth of certain details from the various 
accounts given of the incident. Gilchrist says that Cromek, 
some time in 1806, saw in Blake’s work-room “a pencil 
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drawing from a hitherto virgin subject—the Procession of 
Chaucer’s Canterbury Pilgrims; Chaucer being a poet read by 
fewer then than now. Cromek ‘appeared highly delighted’ 
with Blake’s sketch, says Smith, as being an original treatment 
of an original subject. In point of fact, he wanted to secure a 
finished drawing from it, for the purpose of having it engraved, 
and without employing Blake, just as he had served him over 
~ the designs of The Grave; as I learn from other sources, on 
sifting the matter. However, Blake was not to be taken in a 
second time. Negotiations on that basis failed; but, as Blake 
understood the matter, he received a commission, tacit or 
express, from Cromek to execute the design.” Smith mentions 
that Blake showed Cromek “‘the designs sketched out for a 
fresco picture” of the Canterbury Pilgrims, but does not say 
if Cromek made an offer for it, or gave a commission for 
the engraving, or even that Blake had expressed an intention 
of engraving it himself. Allan Cunningham states that— 
“Blake declared that Cromek had actually commissioned him 
to paint the Pilgrimage before Stothard thought of his; to 
which Cromek replied that the order had been given in a 
vision, for he never gave it.” 

Gilchrist unfortunately gives no authority for his additions 
_to Smith’s’story. It is, at least, clear that Cromek had seen the 
drawing in 1806, and knew of Blake’s intention to carry it 
further. Cromek thereupon—and here there is no question 
about the facts—suggested the subject to Stothard and ordered 
an oil picture from him for the sum of sixty, afterwards in- 
creased to a hundred, guineas, with the intention of having it 
engraved by Bromley, for whom Schiavonetti was substituted 
later. A certain general resemblance between the composition 
of the two paintings may be due, as Gilchrist suggests, to 
Cromek’s hints to Stothard based on his examination of 
Blake’s drawing. Blake, not suspecting Cromek’s treachery, 
saw and politely praised Stothard’s unfinished picture, and 
Stothard talked of introducing his portrait. By May 1807 
Stothard’s ‘Cabinet Picture” was exhibited, and at the end of 
the month Hoppner wrote an appreciation of it in a letter to 
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Cumberland which was printed in Prince Hoare’s paper, The 
Artist, and quoted by Cromek in his prospectus of the engrav- 
ing. A proposal for publishing an engraving of the picture by 
subscription was inserted at the end of Blair’s Grave, and a 
Critical Description of Stothard’s picture was published by 
William Paulet Carey, an engraver, art critic, and dealer, who 
was apparently ignorant of Blake’s grievance, as he refers 
incidentally to his designs for Blair’s Grave with enthusiasm. 
Blake was furious when he realized that Stothard’s painting 
was undertaken at Cromek’s suggestion, naturally regarding 
it as a rival enterprise which had been pushed on to thwart his 
own. intention. His anger is explicable whether negotiations 
with Cromek had taken place or not. There is, as we have seen, 
no direct evidence of an agreement with Cromek, but Gilchrist 
and Cunningham both indicate that Blake rightly or wrongly 
believed that there was one. He no doubt assumed too hastily 
that Stothard was a fellow conspirator of Cromek’s and had 
known of his drawing from the beginning. It must also be 
remembered in explanation, if not in palliation, of Blake’s 
rancour that Stothard had undoubtedly been considerably 
influenced by him—in short, like Fuseli, he had found Blake 
“damned. good to steal from’’—and his easily acquired popu- 
larity had probably been a source of some irritation before this 
incident. It appears from Gilchrist’s account that Blake had not 
begun to paint his fresco until after the exhibition of Stothard’s 
picture. Gilchrist adds, without giving his authority, that 
Blake, finding his drawing, which had been hanging above a 
door, a good deal effaced, attributed this to some malignant 
spell of Stothard’s until Flaxman pointed out that it was the 
usual fate of pencil drawings exposed to air and dust. If Blake 
ever made such a remark it would assuredly have been in jest, 
but Flaxman’s matter of fact reply is quite in character. Be 
this as it may Blake finished his fresco in time for his Exhibition 
in May 1809, and the account of it in A Descriptive Catalogue 
closes with a denunciation of Stothard, alike for his misconcep- 
tion of Chaucer’s characters and for a false style of execution, 
and it must be admitted that Blake has expressed himself 
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offensively. He retained the characteristics of a child in his 
anger as in his lovelier moods. His own drawing of Los with 
his hammer would have been a fitting tail-piece. Later in the 
Catalogue, commenting on his picture of “The Bard,” he 
describes more temperately the difference between Stothard’s 
treatment of the subject and his own intentions. 


Weaving the winding sheet of Edward’s race by means of sounds of 
spiritual music and its accompanying expressions of articulate speech is a 
bold, and daring, and most masterly conception, that the public have em~ 
braced and approved with avidity. Poetry consists in these conceptions; and 
shall Painting be confined to the sordid drudgery of fac-simile representa- 
tions of merely mortal and perishing substances, and not be as poetry and 
music are, elevated into its own proper sphere of invention and visionary 
conception? No, it shall not be so! Painting, as well as poetry and music, 
exists and exults in immortal thoughts. If Mr. B’s Canterbury Pilgrims had 
been done by any other power than that of the poetic visionary, it would 
have been just as dull as his adversary’s. 


A Prospectus of the Engraving of Chaucer's Canterbury Pilgrims 
was also issued in May 1809 announcing that: 


The Designer proposes to Engrave, in a correct and finished Line manner 
of Engraving, similar to those original Copper Plates of Albert Durer, Lucas, 
Hisben, Aldegrave and the old original Engravers, who were great Masters in 
Painting and Designing, whose method, alone, can delineate Character as it 
is in this Picture, where all the Lineaments are distinct. 


The Blair’s Grave controversy is referred to in the words: 


It is hoped that the Painter will be allowed by the Public (notwithstanding 
artfully disseminated insinuations to the contrary) to be better able than any 
other to keep his own Characters and Expressions; . . . 


The draft for a further Prospectus is bound in with the 
Rossetti MS. The Prospectus, printed about 1810, is a revision 
of this draft, with the omission of the first paragraph. The 
description of the engraving in both repeats with slight varia- 
tions the opening of Number III in A Descriptive Catalogue, but 
the revised prospectus contains two additional paragraphs 
referring to the continued existence of the Tabarde Inn under 
the name of the Talbot, and to St. Thomas’ Hospital. 

Blake, according to Gilchrist, began the engraving in 
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September or October 1809, and: the plate was issued on the 
8th October 1810. It was re-worked by Blake, with the result 
that the later impressions are rather black and heavy: he also 
tinted a few copies in water colour. 

Early in 1812 a further attempt was made to advertise the 
engravings by the publication of a pamphlet containing 
Chaucer’s Introduction to the Canterbury Tales in the original 
and also in a modernized version from Ogle’s edition of 1741, 
illustrated by a portion of the engraving, with slight variation 
of detail, and a vignette, also by Blake and probably represent- 
ing Canterbury Cathedral. The Preface, which Gilchrist 
suggests may have been written by Dr. Malkin, contains an 
appreciation of the larger engraving, and explains that a part 
of Chaucer’s poem is given “that the heads as represented by 
Mr. Blake may be compared with the lineaments drawn by 
Chaucer, and I think the merit of the artist will be acknow- 
ledged.” 

The section of the Rossetti MS. written about 1810 contains 
a note that “This day is Publish’d Advertizements to Blake’s 
Canterbury Pilgrims from Chaucer, containing Anecdotes of 
Artists. Price 6d.” but this pamphlet was probably neither 
issued nor completed. The raw material for it exists in the 
so-called Public Address of the Rossetti MS. In this disjointed set 


of notes Blake sets forth that good draughtsmanship is the 


essential foundation of both engraving and painting. 


Painting is drawing on Canvas, & Engraving is drawing on Copper, & 
Nothing Else; & he who pretends to be either Painter or Engraver without 
being a Master of drawing is an Imposter. 


Blake complains that Heath and Stothard, Flaxman and even 
Romney held that drawing 


. .. spoils an Engraver; for Each of these Men have repeatedly asserted this 
Absurdity to me in Condemnation of my Work & approbation of Heath’s 
lame imitation, Stothard being such a fool as to suppose that his blundering 
blurs can be made out & delineated by any Engraver who knows how to cut 
dots & lozenges equally well with those little prints which I engraved after 


him five & twenty years ago & by which he got his reputation as a draughts- 
man. 


vs 
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As always he contends that great art must be imaginative. 


Men think they can Copy Nature as Correctly as I copy Imagination; 
this they will find Impossible, & all the Copiers or Pretended Copiers of 
Nature, from Rembrandt to Reynolds, Prove that Nature becomes to its 
Victim nothing but Blots & Blurs. Why are Copiers of Nature Incorrect, 
while Copiers of Imagination are Correct? this is manifest to all... . While 
the Works of Pope & Dryden are look’d upon as the same Art with those of 
Milton & Shakespeare, while the Works of Strange & Woollett are look’d 
upon as the same Art with those of Rafael & Albert Durer, there can be no 
Art a a Nation but such as is Subservient to the interest of the Monopolising 
RY OCeC eet 

Nor can an Original Invention Exist without Execution, Organized & 
minutely delineated & Articulated, Either by God or Man. I do not mean 
smooth’d up & Niggled & Poco-Pen’d, and all the beauties pick’d out & 
blurr’d, & blotted, but Drawn with a firm & decided hand at once, like 
Fuseli & Michael Angelo, Shakespeare & Milton. 


Blake hopes that this engraving will remove the miscon- 
ception which has existed as to his own lack of execution: 


the Lavish praise I have recieved from all Quarters for Invention & drawing 
has Generally been accompanied by this: “he can concieve but he cannot 
Execute;”’ this Absurd assertion has done me, & may still do me, the greatest 
mischief. I call for Public protection against these Villains. I am, like others, 
Just Equal in Invention & in Execution as my works show. 


The best-comment on these notes is his own: “Resentment 
for Personal Injuries has had some share in this Public Address, 
But Love to My Art & Zeal for my Country a much Greater.” 

The history of Blake’s efforts to gain public acceptance for his 
“Canterbury Pilgrims’ has been set out at some length because 
it occupied much of his thoughts and energies. The most 
unfortunate result of the controversy was his breach with 
Stothard, and for a time with Flaxman, which rendered his 
isolation during the ensuing years greater, and also materially 
affected his chance of getting work as an engraver. Flaxman, 
who took Stothard’s part, exonerating him from complicity 
with Cromek, writes to Hayley on 4th May 1808—". . . at 
present I have no intercourse with Mr. Blake.” According to 

J. T. Smith Stothard was unaware of Blake’s treatment of the 
subject until he knew of his engraving in 1810. This is 

P 
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difficult to credit as Blake’s own fresco was exhibited in 1809 
and his Descriptive Catalogue contains allusions to the work of © 
his rival, which were likely to have been brought to Stothard’s 
notice. Moreover, the end of Cromek’s letter, the earlier part 
of which has been already quoted, shows that Blake had 
expressed his indignation in 1807: 


I will not detain you more than one minute. Why should you so furiously 
rage at the success of the little picture of ““The Pilgrimage”? Three thousand 
people have now seen it and have approved of it. Believe me, yours is “the voice 
of one crying in the wilderness!” 

You say the subject is low and contemptibly treated. For his excellent mode 
of treating the subject the poet has been admired for the last 400 years! The 
poor painter has not yet the advantage of antiquity on his side, therefore, 
with some people, an apology may be necessary for him. The conclusion 
of one of Squire Simkin’s letters to his mother in the Bath Guide will afford 
one. He speaks greatly to the purpose: 


“T very well know 
Both my subject and verse is exceedingly low; 
But if any great critic finds fault with my letter, 
He has nothing to do but to send you a better.” 


With much respect for your talents, I remain, Sir, your real friend and well- 
wisher. 


R. H. CRoMEK. 


It seems probable from what is known of Stothard’s charac- 
ter that he was not a party to Cromek’s trickery, but that he 
was induced to believe that Cromek had neither seen a drawing 
of the Pilgrims by Blake nor given him an order for an en- 
graving, and that Blake, after admiring his own picture, had 
stolen the idea and invented the rest of the story. To take 
Cromek’s word as against Blake’s was, to say the least of it, a 
serious error of judgment in one who had known Blake for 
years, and the tenacity with which he clung to his opinion and 
nursed his wrath suggests that he was unable to forgive Blake’s 
strictures on his pictures in the Descriptive Catalogue. Gilchrist 
states on the authority of Linnell, an eye-witness, that Blake 
some years later offered to shake hands with Stothard at a 
gathering of artists, but was repulsed, and again that Blake 
called on him when he was ill, but was refused admittance. 
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Gilchrist’s statement was, however, controverted by Stothard’s 
son, who wrote to The Athenaeum in December 1863: 

I cannot admit Mr: Gilchrist’s assertion that there was any apparent ill- 
will between my father and Blake; for on one occasion I was sent to Blake 
with a message from my father, when I found him living in a court off the 


Strand, and met him on the stairs, saying to me “he had a battle with the 
devil below to obtain the coals” which seemed to me to indicate madness. 


Epigrams in the Rossetti MS. show Blake’s exasperation with 
his old companions. Some of these have been already quoted. 
They have little or no merit apart from their value as auto- 
biography: one of the happier efforts is the parallel suggested 
between Hayley’s belief that Pope’s translation is finer than 
Homer’s original and the persuasion of Flaxman and Stothard 
that Blake’s designs are improved by the interpretation of 
Schiavonetti: 

Thus Hayley on his Toilette seeing the Sope 


Cries, “Homer is very much improv’d by Pope.” 
* * * *« 


Flaxman & Stothard smelling a sweet savour 

Cry, Blakified drawing spoils painter & Engraver, 
While I, looking up to my Umbrella, 

Resolv’d to be a very contrary fellow, 

Cry, looking quite from Skumference to Center, 
“No one can finish so high as the original Inventor.” 
Thus Poor Schiavonetti died of the Cromek 

A thing that’s tied around the Examiner’s neck. 


Blake’s friendship with Fuseli was happily unaffected by 
Cromek’s knavery, as the epigram in the Rossetti MS. shows. It 
is likely enough that Fuseli had openly supported Blake: he 
can scarcely have avoided expressing an opinion, at least in the 
matter of the Blair illustrations, for which he had written an 
introduction. It has been suggested that the writer of the attack 
on Fuseli in the Weekly Messenger was Robert Hunt, brother of 
Leigh Hunt, and that he avenged himself for Blake’s protest by 
the spiteful personalities of his articles in the Examiner. This 
hypothesis is strengthened by the epigram To H. 


You think Fuseli is not a Great Painter. I’m glad: 
This is one of the best compliments he ever had. 
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Blake himself did not exhibit again in the Academy till 1808, 


after an interval of nine years, and for the last time. His two 
water colours, “Christ in the Sepulchre guarded by Angels” 
and “‘Jacob’s Dream’ were hung in the Drawing and Miniature 
Room. Some of the pictures shown in his exhibition of 1809 
were painted in the years immediately preceding it, and his 
only known lithograph, “Job in Prosperity,” belongs to c. 
1807. Three water-colour drawings of the Ghost from Hamlet, 
Caesar’s Ghost, and Jacques and the wounded Stag were 
executed in 1806. These are bound up in a second folio Shakes- 
peare, which was interleaved and illustrated by various artists 
while in the possession of the Rev. Joseph Thomas. The 
volume contains three other drawings by Blake: Richard III 
and the Ghosts who appeared to him, a stiff and symmetrical 
version of the Dream of Queen Catherine, dated 1809, and a 
symbolical design of a woman reclining on a cloud and reading 
a book, with a flying figure of a man below her, and in the 
bottom right-hand corner a horse on its hind legs on the edge 
of a cliff. This last drawing is also dated 1809, and appears to 
be the same subject as that of Number VI in A Descriptive 
Catalogue—‘‘ ‘A Spirit vaulting from a cloud to turn and wind 
a fiery Pegasus.’—Shakspeare. The Horse of Intellect is leap- 
ing from the cliffs of Memory and Reasoning; it is a barren 
Rock: it is also called the Barren Waste of Locke and 
Newton.” 

Blake’s first set of illustrations for Paradise Lost, sometimes 
known as the Liverpool set, belong to 1807, and in the follow- 
ing year he designed another series of nine drawings which 
were bought by Thomas Butts. 

During 1807 he had also painted a small tempera of “The 
Last Judgment” for the Countess of Egremont, a more elabor- 
ate version than that of the same subject in Blair’s Grave. This 
is described in a letter of 18th January 1808, to Ozias Humph- 
rey, through whom he had obtained the commission, although 
it would appear that he had known Lord Egremont during 
his Felpham days. The verses in the Rossetti MS. beginning 
“The Caverns of the Grave I’ve seen,” refer to this painting, 
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but it is not known whether Lady Egremont received a 
dedicatory copy of them. 

Ozias Humphrey was another friend with whom Blake’s 
relations remained undisturbed. Humphrey was a well-known 
miniature painter who spent some years in India: toward the 
end of his life his sight began to fail and he took to crayon 
portraits, being appointed in 1792 Painter in Crayons to His 
Majesty. He had himself secured in 1805 (four years and a half 
before his death) an annuity of £100 from Lord Egremont as 
a compromise on his proposed charge of six hundred guineas 
for the copy of a portrait which he made while in Italy. He 
had been intimate with Romney, and the oil-painting sold in 
1912 as “Mrs. Siddons and Miss Kemble,” by Romney, was 
decided in the ensuing lawsuit to be the work of Humphrey 
and to represent the Ladies Waldegrave. 

Another friend still faithful to Blake was George Cumber- 
land, and this in spite of the fact that his son was actually 
boarding for a time with Cromek. On 18th December 1808 he 
wrote to ask Blake whether he could obtain for a gentleman, 
whose name he does not mention, a complete set of the 
illuminated books. He refers to some sketches from Raphael 
which he had sent to Blake through his son, and regrets that 
young George had seized the opportunity of asking for a 
drawing. “The ‘Holy Family’ is, like all your designs, full of 
genius and originality. I shall give it a handsome frame and 
show it to all who come to my house.” There follow some 
sentences, still inexplicable, referring to a plan of Blake’s, 
which apparently came to nothing. “When you answer this, 
pray tell me if you have been able to do anything with the 
bookseller. Something of the kind would be no bad thing, and 
might turn out a great one, if a competition could be raised 
among the genuine [illegible] of talents of every sort.” He 
adds: 


You talked also of publishing your new method of engraving. Send it to 
me, and I will do my best to prepare it for the press. Perhaps when done 
you might, with a few specimens of plates, make a little work for subscribers 
of it, as Du Crow did of his Aqua Tinta, selling about six pages for a guinea 
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to non-subscribers. But if you do not choose this method, we might insert 
it in Nickleson’s Journal or The Monthly Magazine, with reference to you for 
explanations. 


Blake replies promptly: 

I am very much obliged by your kind ardour in my cause, & should 
immediately Engage in reviewing my former pursuits of painting if I had 
not so long been turned out of the old channel into a new one, that it is 
impossible for me to return to it without destroying my present course. 
New Vanities, or rather new pleasures, occupy my thoughts. New profits 
seem to arise before me so tempting that I have already involved myself in 
engagements that preclude all possibility of promising anything. I have, 
however, the satisfaction to inform you that I have Myself begun to print 
an account of my various Inventions in Art for which I have procured a 
Publisher, & am determin’d to pursue the plan of publishing what I may get 
printed without disarranging my time, which in future must alone be 
devoted to Designing & Painting. . . . 


This letter, with the exception of that to Humphrey wholly 
concerned with a description of his painting of the Last Judg- 
ment, is the first private letter of Blake’s extant since those to 
Hayley of 1805, and is therefore of special interest. It shows him 
in a position to decline a fairly lucrative commission, but there 
is no other information throwing light on his “engagements,” 
by which he may only mean preparations for his exhibition of 
1809, and orders for paintings from Mr. Butts and others. The 
six water-colour drawings for the “Hymn on the Nativity,” 
now in the Whitworth Institute Gallery, Manchester, were 
executed in 1809, and a second series, now in the H. E. Hunt- 
ington Library, probably about the same time. Nothing is 
known of the projected account of his Inventions in Art, either 
published or unpublished. He cannot refer to the Descriptive 
Catalogue of his exhibition, as he speaks in the Advertisement 
of “a Work on Art, now in the Press.”’ 

Blake’s annotations to Reynolds’ Discourses were also 
written about 1808. They give expression to his rebellion 
against the established convention, and were doubtless affected 
by his own recent experiences. “This Man was Hired to De- 
press Art,” he says of Reynolds, who had died in 1792 but was 
still in Blake’s eyes responsible for the prevalence of false ideals, 
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Having spent the Vigour of My Youth & Genius under the Oppression 
of Sr. Joshua & his Gang of Cunning Hired Knaves Without Employment 
& as much as could possibly be Without Bread, The Reader must Expect 
to Read in all my Remarks on these Books Nothing but Indignation & 
Resentment. While Sr. Joshua was rolling in Riches, Barry was Poor & 
Unemploy’d except by his own Energy; Mortimer was call’d a Madman, 
& only Portrait Painting applauded & rewarded by the Rich & Great. 
Reynolds & Gainsborough Blotted & Blurred one against the other & 
Divided all the English World between them. Fuseli, Indignant, almost hid 
himself. I am hid. 


After such an opening the reader will not expect a judicial 
attitude, but Blake’s notes bring out the main points at issue 
between the orthodox and the ecstatic, namely, the emphasis 
laid by the former on generalization, and their tendency to set 
industry above inspiration, a tendency probably stressed by 
Reynolds as salutary for the students of the Royal Academy 
to whom his Discourses were addressed. Reynolds, for example, 
says that “there is a rule, obtained out of general nature, to 
contradict which is to fall into deformity.” Blake annotates 
this: “What is General Nature? Is there Such a Thing? what is 
General Knowledge? is there such a Thing? Strictly Speaking 
All Knowledge is Particular.” 

For Blake the Particular is the expression of individuality 
and accordingly Reynolds’ dictum: “If you mean to preserve 
the most perfect beauty in its most perfect state, you cannot 
express the passions . . .” calls for violent dissent. 

What Nonsense! 

Passion & Expression is Beauty Itself. The Face that is Incapable of 


Passion & Expression is deformity Itself. Let it be Painted & Patch’d & 
Praised & Advertised for Ever, it will only be admired by Fools. 


In the margin of the fifth page of the first Discourse Blake 
has written: 
Reynolds’ Opinion was that Genius May be Taught & that all Pretence to 
Inspiration is a Lie & a Deceit, to say the least of it. For if it is a Deceit, the 


whole Bible is Madness. This Opinion originates in the Greeks’ calling the 
Muses Daughters of Memory. 


And when Reynolds writes “My notion of nature compre- 
hends not only the forms which nature produces, but also the 
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nature and internal fabrick and organization . . . of the human 
mind and imagination,’ Blake annotates “Here is a Plain 
Confession that he Thinks Mind & Imagination not to be 
above the Mortal & Perishing Nature. Such is the End of 
Epicurean or Newtonian Philosophy; it is Atheism.” 
Reynolds, who knows nothing of the Golden Age, ruined 
by Satanic reason, which Art and Poetry, inspired by Imagin- 
ation, can alone restore, holds that “The regular progress of 
cultivated life is from necessaries to accommodations, from 
accommodations to ornaments.” Blake dissents: 


The Bible says That Cultivated Life Existed First. Uncultivated Life 
comes afterwards from Satan’s Hirelings. Necessaries, Accomodations & 
Ornaments are the whole of Life. Satan took away Ornament First. Next 
he took away Accomodations, & Then he became Lord & Master of 
Necessaries. 


Yet Blake is sometimes in agreement, but when this is the 
case he usually points out that Reynolds has been inconsistent 
with his own doctrines. For instance: 


A firm and determined outline is one of the characteristics of the great 
style in painting; and let me add, that he who possesses the knowledge 
of the exact form which every part of nature ought to have, will be 
te expressing that knowledge with correctness and precision in all his 
works. 


Blake notes: ““A Noble Sentence! Here is a Sentence, Which 
overthrows all his Book.” 

Mention of the Venetian, Dutch, and Flemish schools pro- 
vokes, of course, much railing, but Reynolds and his annotator 
are united in their admiration of Poussin. Several of the 
Epigrams in the Rossetti MS. question the genuineness of 
Reynolds’ admiration for Michael Angelo, and it is interesting 
to note that Farington represents Northcote, his biographer, 
as entertaining a similar suspicion: 


Oct. 18, 1803. 


Northcote doubted his having any real feeling for the excellencies of 


Michael Angelo, & thought his praise was in compliance with established 
opinion, 
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One perceives in these Annotations to Reynolds’ Discourses a 
jarring note of resentment for personal injuries which is frankly 
admitted in his Public Address. The same feeling was to prompt 
him to his one great effort to secure public recognition for 
himself as the representative of imaginative art, his Exhibition 
of 1809. His lyric ecstasy had fallen years ago on deaf ears, the 
last words of his mystic gospel were not yet written. With. 
poets and mystics he was not in daily rivalry, but the art of 
painting, as he conceived it, had been mocked in his own 
person, the true prophet had been feebly interpreted and fore- 
stalled by the false: it was as a painter, therefore, that he 
struggled for the suffrage of his contemporaries. He stood like 
a child with his back to the wall waving his little flag in a 
corner and shouting with pathetic truculence. But the child’s 
voice has been heard at last, what matter if his words are 
petulant and a little absurd? He was in truth the genius above 
the age, his flag the banner of imaginative art. Whatever the 
changes of fashion, however his faults and failures may be 
exaggerated or minimized from time to time, his claim is 
never likely to be seriously gainsaid by those qualified to judge. 
Imperfect though his vessel may be, in it he indeed bore the 
divine fire. 

The Exhibition was held at James Blake’s shop in Broad 
Street, Golden Square, and was open from May till September. 
The motto of the Advertisement, “Fit audience find tho’ few,” 
disclaims competition with the curious crowd who, as Cromek 
boasted, had been to see Stothard’s Canterbury Pilgrims. 
Besides naming the chief pictures the Advertisement explains the 
advantages of a “Portable Fresco” for the decoration of build- 
ings, and promises an’account of Blake’s recovery of the lost 
art of fresco painting. As this account has disappeared or was 
never written, J. T. Smith’s description may be quoted: 


Blake’s modes of preparing his ground, and laying them over his panels 
for painting, mixing his colours, and manner of working, were those which 
he considered to have been practised by the earliest fresco painters, whose 
productions still remain, in numerous instances, vivid and permanently 
fresh. His ground was a mixture of whiting and carpenter’s glue, which he 
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passed over several times in their coatings: his colours he ground himself, 
and also united them with the same sort of glue, but in a much weaker state. 
He would in the course of painting a picture, pass a very thin transparent 
wash of glue-water over the whole of the parts he had worked upon, and 
then proceed with his painting. 

This process I have tried, and find, by using my mixture warm, that I can 
produce the same texture as possessed in Blake’s pictures of the Last Judg- 
ment, and others of his productions, particularly in Varley’s curious picture 
of the personified Flea. Blake preferred mixing his colours with carpenter's 
glue, to gum, on account of the latter cracking in the sun, and becoming 
humid in moist weather. 


Gilchrist gives Linnell’s explanation, which supplements 
Smith’s in some respects: 


He evidently founded his claim to the name fresco on the material he used, 
which was water-colour on a plaster ground (literally glue and whiting); 
but he always called it either fresco, gesso, or plaster. And he certainly laid 
this ground on too much like plaster on a wall. When so laid on to canvas 
or linen, it was sure to crack, and, in some cases, for want of care and pro- 
tection from damp, would go to ruin. Some of his pictures in this material 
on board have been preserved in good condition, and so have a few even on 
cloth. They come nearer to tempera in process than to anything else, inas- 
much as white was laid on and mixed with the colours which were tempered 
with common carpenter’s glue. 


Linnell also said that he had lent Blake a copy of Cennino 
Cennini’s Treatise, and Blake had told him that his materials 
and methods were the same as those described by Cennini. 
Blake complains in his advertisement that his pictures had been 
regularly refused at the Royal Academy. He may refer only 
to the exclusion of his frescoes from the main rooms where the 
oil-paintings were hung, as he had exhibited five times in the 
drawing and miniature room. On the other hand his last 
exhibits were two water-colour drawings, and it is possible 
that his frescoes had been actually refused during the nine 
years in which he was not represented. He alludes to a descrip- 
tion of his work as “but an unscientific and irregular Eccen- 
tricity, a Madman’s Scrawls”: this may refer to some Press 
criticism which has not yet been traced, as it is inapplicable to 
the first attack in the Examiner, and the Exhibition itself was the 
excuse for the second. The last sentence sounds his challenge: 
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If Italy is enriched and made great by RAPHAEL, if MICHAEL ANGELO is its 
supreme glory, if Art is the glory of a Nation, if Genius and Inspiration are 
the great Origin and Bond of Society, the distinction my Works have 
obtained from those who best understand such things, calls for my Exhibi- 
tion as the greatest of Duties to my Country. 

The Descriptive Catalogue, included in the 2s. 6d. charge for 
admission to the Exhibition, is a duodecimo volume of thirty- 
eight leaves in a grey paper wrapper: only about ten copies of 
it have been recorded. Nine frescoes, including some of the 
“experiment pictures” to which reference has already been 
made, and seven water-colour drawings were shown, including 
the “Penance of Jane Shore,” painted about 1779. Four of the 
frescoes and one of the drawings have disappeared: the re- 
mainder are reproduced in the third volume of the Nonesuch 
Edition. 

The Catalogue is not merely a commentary on the sixteen 
exhibits, it is a manifesto eulogizing Raphael and Michael 
Angelo at the expense of Titian and Correggio, Rubens and 
Rembrandt. In reading Blake’s fierce and foolish denunciations 
of Rubens as “‘a most outrageous demon,” and Correggio as 
“a soft and effeminate, and consequently a most cruel demon, 
whose whole delight is to cause endless labour to whoever 
suffers him to enter his mind,” two facts must be borne in 
mind, Blake had seen very few original paintings by old 
masters: his opinions were based mainly on bad copies, or on 
prints, not always of the best. He was, therefore, really attack- 
ing the supposed influence of those masters, whom he ignor- 
antly condemned, on the moderns whose style he disliked. 
Moreover, as already hinted, he had little talent for discrimin- 
ating assimilation, and the failure of any such effort was re- 
garded by him, not as the result of his own limitations, but as 
manful xesistance to temptation by “blotting and blurring 
demons” and insidious attacks by the spirits of Titian and 
Correggio. In his furious casting-out of error he did not 
distinguish between bad art and art foreign to his own genius. 
Blake has double dotted the “i” in this mistake, but he is by 
no means the only artist who has made it. He states his case in 
the Preface: 
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The quarrel of the Florentine with the Venetian is not because he does 
not understand Drawing, but because he does not understand Colouring. 
How should he, he who does not know how to draw a hand or a foot, know 
how to colour it? 

Colouring’ does not depend on where the Colours are put, but on where 
the lights and darks are put, and all depends on Form or Outline. On where 
that is put; where that is wrong, the Colouring never can be right; and it is 
always wrong in Titian and Correggio, Rubens and Rembrandt. Till we 
get rid of Titian and Correggio, Rubens and Rembrandt, We shall never 
equal Rafael and Albert Durer, Michael Angelo, and Julio Romano. 


His exposition is continued in the course of comments on his 
various pictures. 


The Venetian and Flemish practice is broken lines, broken masses, and 
broken colours. Mr. B’s practice is unbroken lines, unbroken masses, and 
unbroken colours. Their art is to lose form; his art is to find form, and to 
keep it. His arts are opposite to theirs in all things. 


And again: 


If losing and obliterating the outline constitutes a Picture, Mr. B. will 
never be so foolish as to do one. Such art of losing the outlines is the art of 
Venice and Flanders; it loses all character, and leaves what some people call 
expression, but this is a false notion of expression; expression cannot exist 
without character as its stamina; and neither character nor expression can 
exist without firm and determinate outline. 


In his campaign against “generalization” he raises the im- 
portance of outline to a mystic truth: 


The great and golden rule of art, as well as of life, is this: That the more 
distinct, sharp, and wirey the bounding line, the more perfect the work of 
art, and the less keen and sharp, the greater is the evidence of weak imitation, 
plagiarism, and bungling. Great inventors, in all ages, knew this; Protogenes 
and Apelles knew each other by this line. Rafael and Michael Angelo and 
Albert Diirer are known by this and this alone. The want of this determinate 
and bounding form evidences the want of idea in the artist’s mind, and the 
pretence of the plagiary in all its branches. How do we distinguish the oak 
from the beech, the horse from the ox, but by the bounding outline? How 
do we distinguish one face or countenance from another, but by the bound- 
ing line and its infinite inflexions and movements? What is it that builds a 
house and plants a garden, but the definite and determinate? What is it that 
distinguishes honesty from knavery, but the hard and wirey line of rectitude 
and certainty in the actions and intentions? Leave out this line, and you 
leave out life itself; all is chaos again, and the line of the almighty must be 


drawn out upon it before man or beast can exist. 


FAILURE | 219 


The Catalogue closes quietly with a dignified expression of 
self-confidence: 


If a man is master of his profession, he cannot be ignorant that he is so; 
and if he is not employed by those who pretend to encourage art, he will 
employ himself, and laugh in secret at the pretences of the ignorant, while he 
has every night dropped into his shoe, as soon as he puts it off, and puts out 
the candle, and gets into bed, a reward for the labours of the day, such as the 
world cannot give, and patience and time await to give him all that the 
world can give. 

It may be left to professional critics to discuss how far Blake’s 
own achievements justify his pretensions. His absorption in 
great imaginative conceptions sometimes made him blind to 
actual results: his reckless statement to Crabb Robinson that 
the diagrams in Law’s translation of Boehme could not have 
been bettered by Michael Angelo illustrated this confusion. 
But if his frequent boasts of his equality with Michael Angelo 
and Raphael excite a smile it must be remembered that he 
"never had the chance for which he longed of executing great 
decorative frescoes, and it may be that had he been enabled to 
work on a large scale he would himself have recognized and 
amended some of his weaknesses and defects. And—fruitless 
wish—could John Hawkins but have sent Blake not to Rome, 
but to Borgo San Sepolcro and Arezzo! Was not Piero della 
Francesca the master from whom he would have learnt the 
most? He writes of four of the drawings, “The Body of Abel 
found by Adam and Eve,” “The Soldiers casting lots for 
Christ’s Garments,” “‘Jacob’s Ladder,” and “Ruth”: 


The above four drawings the Artist wishes were in Fresco on an enlarged 
scale to ornament the altars of Churches, and to make England, like Italy, 
respected by respectable men of other countries on account of Art. It is not 
the want of Genius that can hereafter be laid to our charge; the Artist who 
has done these Pictures and Drawings will take care of that; let those who 
govern the Nation take care of the other. The times require that every one 
should speak out boldly: England expects that every man should do his 


duty, in Arts, as well as in Arms or in the Senate. 
There is no indication whether the exhibition was a success 
in point of either quality or quantity of visitors. Blake sent 


Ozias Humphrey a ticket of admission and also a copy of the 
Catalogue, with a note saying that it explains the difference 
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between their theories of art. Humphrey had, perhaps, de- 
precated the lack of colour in the “Last Judgment,” which 
Blake had painted for Lady Egremont. Cumberland, hearing 
of the exhibition from his son, wrote at once for two copies of 
the Catalogue, but there is no record of a visit. Southey quotes 
the greater part of Blake’s commentary on “The Ancient 
Britons” in The Doctor, and he refers to it as ‘‘one of his worst 
pictures.” In 1830 he wrote of the exhibition: “The colouring 
of all was as if it had consisted merely of black and red ink in all 
intermixture. Some of the designs were hideous, especially 
those which he considered as most supernatural in their con- 
ception and likenesses. In others you perceived that nothing 
but madness had prevented him from being the sublimest 
painter of this or any other country.” Crabb Robinson, who 
had as yet no personal acquaintance with Blake, had under- 
taken to write a paper on his work for a German magazine, 
the Vaterlandisches Museum, and therefore went to 28 Broad 
Street in search of copy. He wrote in his Reminiscences of 
Blake, dated the 19th February 1852, and based on an account 
written in 1825: 


These paintings filled several rooms of an ordinary dwelling-house, and 
for the sight a half-crown was demanded of the visitor, for which he had a 
catalogue. This catalogue I possess, and it is a very curious exposure of the 
state of the artist’s mind. I wished to send it to Germany and to give a copy 
to Lamb and others, so I took four, and giving tos. bargained that I should 
be at liberty to go again. “Free! as long as you live,” said the brother, 
astonished at such liberality, which he had never experienced before, nor I 
dare say did afterwards. 


His description of the pictures themselves, as might be 
expected after his comments on the Blair illustrations, is 
unsympathetic and inaccurate: 


There were about thirty oil-paintings, the colouring excessively dark 
and high, the veins black, and the colour of the primitive men very like that 
of the Red Indians. In his estimation they would probably be the primitive 
men. Many of his designs were unconscious imitations. This appears also 
in his published works, the designs of Blair’s Grave, which Fuseli and Schia- 
vonetti highly extolled—and in his designs to illustrate Job, published after 
his death for the benefit of his widow. 
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It will be observed that Robinson gets the number of 
pictures and the medium wrong, and his general allegation of 
unconscious imitation means no more than that he had seen 
other pictures of similar subjects of which he was reminded. 
His remark about Red Indians probably applies chiefly to the 
fresco of “The Ancient Britons,” as he says in his article that 
in this picture the “naked forms are almost crimson,” at the 
same time describing it as Blake’s “greatest and most perfect 
work.” Of the “Canterbury Pilgrims” he says that “Lamb 
preferred it greatly to Stodart’s, and declared that Blake’s 
description was the finest criticism he had ever read of Chaucer’s 
poem.” 

Charles Lamb himself, induced no doubt to visit the exhibi- 
tion by the gift of the Catalogue, is more enthusiastic than 
Crabb Robinson about Blake’s work. On 15th May 1824 he 
wrote to Bernard Barton: 


Blake is a real name, I assure you, and a most extraordinary man, if he 
be still living. He is the Robert Blake, whose wild designs accompany a 
splendid folio edition of the “Night Thoughts,” which you may have seen, 
in one of which he pictures the parting of soul and body by a solid mass of 
human form floating off, God knows how, from a lumpish mass (fac Simile 
to itself) left behind on the dying bed. He paints in water colours marvellous 
strange pictures, visions of his brain, which he asserts that he has seen. They 
have great merit. He has seen the old Welsh bards on Snowdon—he has seen 
the Beautifullest, the strongest, and the Ugliest Man, left alone from the 
Massacre of the Britons by the Romans, and has painted them from memory 
(I have seen his paintings), and asserts them to be as good as the figures of 
Raphael and Angelo, but not better, as they had precisely the same retro- 
visions and prophetic visions with themself’ [himself]. The painters in oil 
(which he will have it that neither of them practised) he affirms to have been 
the ruin of art, and affirms that all the while he was engaged in his Water 
paintings, Titian was disturbing him, Titian the Ill Genius of Oil Painting. 
His pictures—one in particular, the Canterbury Pilgrims (far above Stoth- 
ard’s)—have great merit, but hard, dry, yet with grace. He has written a 
Catalogue of them with a most spirited criticism on Chaucer, but mystical 


and full of Vision. 


Lamb kept his copy of the Catalogue, binding it in one cover 
with Elia’s Confessions of a Drunkard, Southey’s Wat Tyler, and 
the Poems of Rochester and Lady Winchelsea. He also possessed 
an engraving of the Pilgrims, one of the two copies which 
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Crabb Robinson bought from Mrs. Blake after her husband’s 
death. The last paragraphs of Blake’s description of his fresco 
of the “Canterbury Pilgrims” (concerning which Cromek’s 
parlour boarder wrote gleefully to his father, “He has given 
Stothard a compleet set down’’) have already been referred to, 
but it is in the earlier part that Blake’s enjoyment and under- 
standing of Chaucer, so sympathetic to Lamb, appears un- 
alloyed by controversial matter. W. P. Ker has suggested that 
“‘Milton’s Samson may help to explain what Blake meant when 
he insisted that great ideal figures are not abstract.” So Blake’s 
own comments on the “Canterbury Pilgrims” help to explain 
why he attaches so much importance to “‘minute particulars,” 
and the distinction between “minute particulars” and irrelev- 
ant details. He writes: 


The characters of Chaucer’s Pilgrims are the characters which compose all 
ages and nations: as one age falls, another rises, different to mortal sight, but 
to immortals only the same; for we see the same characters repeated again 
and again, in animals, vegetables, minerals, and in men; nothing new occurs 
in identical existence; Accident ever varies, Substance can never suffer 
change nor decay. 

Of Chaucer’s characters, as described in his Canterbury Tales, some of the 
names or titles are altered by time, but the characters themselves for ever 
remain ‘unaltered, and consequently they are the physiognomies or linea- 
ments of universal human life, beyond which Nature never steps. Names 
alter, things never alter. I have known multitudes of those who would have 
been monks in the age of monkery, who in this deistical age are deists. As 
Newton numbered the stars, and as Linneus numbered the plants, so 
Chaucer numbered the classes of men. . . . Thus the reader will observe, that 
Chaucer makes every one of his characters perfect in his kind; every one is 
an Antique Statue; the image of a class, and not of an imperfect individual. 


It is tempting to linger over Blake’s delightful descriptions 
of Chaucer’s different personages, but the whole should be 
read and compared with the engraving. One sample must 
serve here: 


The principal figure in the next groupe, is the Good Parson; an Apostle, 
a real Messenger of Heaven, sent in every age for its light and warmth. This 
man is beloved and venerated by all, and neglected by all; He serves all, 
and is served by none; he is, according to Christ’s definition, the greatest of 
his age. Yet he is a Poor Parson of a town. Read Chaucer’s description of 
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the Good Parson, and bow the head and the knee to him, who, in every age, 

sends us such a burning and a shining light. Search, O ye rich and powerful, 

for these men and obey their counsel, then shall the golden age return: But 

alas! you will not easily distinguish him from the Friar or the Pardoner; 

th also, are “full solemn men,” and their counsel you will continue to 
ollow. 


The most striking picture in the exhibition, now unfortun- 
ately lost, was apparently “The Ancient Britons,” representing 
the only three who escaped from the battle of Camlan, the 
Strongest Man, the Beautifullest Man, and the Ugliest Man. In 
his own description of this fresco Blake says: 

The Strong Man represents the human sublime. The Beautiful Man 
represents the human pathetic, which was in the wars of Eden divided into 
male and female. The Ugly Man represents the human reason. They were 
originally one man who was fourfold. He was self-divided, and his real 
humanity slain on the stems of generation, and the form of the fourth was 


like the Son of God. 


Blake goes on to say that the Beautiful Man represents his 
own. idea of intellectual Beauty, and “acts from duty and 
anxious solicitude for the fates of those for whom he combats.” 
The Strong Man is “a receptacle of Wisdom, a sublime 
energizer,’ and “‘acts from conscious superiority, and marches 
on in fearless dependance on the divine decrees, raging with the 
inspirations of a prophetic mind.” The Ugly Man, on whose 
villainous aspect Blake dwells with gusto, “‘acts from love of 
carnage, and delight in the savage barbarities of war, rushing 
with sportive precipitation into the very jaws of the affrighted 
enemy.” The battlefield is strewn with dead and dying, armed 
Roman and naked Britons, and the blood-red sun sets behind 
mountains, among which rise Druid temples. 

Fortunately a young art student, whose memories of Blake 
are reserved for a later chapter, has left some account of this 
painting, although he does not mention a visit to the exhibi- 
tion. Seymour Kirkup says in a letter to Lord Houghton of 
25th March 1870: 

I thought it his best work—a battle from the Welsh Triads. The three 


last men who remained of Arthur’s army, and who defeated the enemy—the 
strongest man, the handsomest man, and the ugliest man. As he was an 


Q 
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enemy to oil painting, which he said was the ruin of painting, he invented a 
method of applying fresco to canvas, and this lifesize picture was the result. 
It made so great an impression on me that I made a drawing of it fifty years 
afterwards, which I gave to Swinburne. You can see it. It [the picture] 
must have been about 14 feet by ro. In texture it was rather mealy, as we 
call it, and was too red; the sun seemed setting in blood. It was not Greek 
-in character. Though the figures reminded one of Hercules, Apollo, and 
Pan, they were naked Britons. If you should ever hear of it, it is worth 
seeing. There is more power and drawing in it than in any of his works that 
I have known, even in Blair’s Grave, respecting which he was enraged 
against Schiavonetti for correcting some defects. 


The drawing to which Kirkup refers has unluckily not been 
discovered among Swinburne’s papers. His testimony is the 
more interesting as he was not an admirer of Blake’s work. He 
describes himself as belonging to “‘the opposite party of 
colourists,’ and says that his “beau ideal was the union of 
Phidias and Titian.” “Blake,” he writes to W. M. Rossetti, 
“had but little effect in the works that I remember. I should 
have liked the heads more British and less Grecian.” 

It would seem from these references that The Ancient 
Britons and the Pilgrims made most impression on the minds 
of Blake’s contemporaries: Crabb Robinson observed, but 
dares not describe in his article, “The Spiritual Form of Pitt 
guiding Behemoth and The Spiritual Form of Nelson guiding 
Leviathan”: the water-colour drawings—lovely as we know 
some of them to be—attract no special attention. A second 
article in the Examiner, far more intemperate than the first, was 
probably also written by Robert Hunt. A few extracts will 
account for Blake’s bitter indignation. 


If beside the stupid and mad-brained political project of their rulers, the 
sane part of the people of England required fresh: proof of the alarming 
increase of the effects of insanity, they will be too well convinced from its 
having lately spread into the hitherto sober region of Art. I say hitherto, 
because I cannot think with many, that the vigorous genius of the present 
worthy Keeper of the Royal Academy is touched, though no one can deny 
that his Muse has been on the verge of insanity, since it has brought forth, 
with more legitimate offspring, the furious and disturbed beings of extrava- 
gant imagination. But, when the ebullitions of a distempered brain are 
mistaken for the sallies of genius by those whose works have exhibited the 
soundest thinking in art, the malady has indeed attained a pernicious height, 
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and it becomes a duty to endeavour to arrest its progress. Such is the case 
with the productions and admirers of William Blake, an unfortunate lunatic, 
whose personal inoffensiveness secures him from confinement, and, conse- 
quently, of whom no public notice would have been taken, if he was not 
forced on the notice and animadversion of the Examiner in having been held 
up to the public admiration by many esteemed amateurs and professors as a 
genius in some respect original and legitimate. The praises which these 
gentlemen bestowed last year on this unfortunate man’s illustrations of 
Blair's Grave, have, in feeding his vanity, stimulated him to publish his 
madness more largely, and thus again exposed him, if not to the derision, 
at least to the pity of the public. . . . Thus encouraged, the poor man fancies 
himself a great master, and has painted a few wretched pictures, some of 
which are unintelligible allegory, others an attempt at sober character by 
caricature representation, and the whole “blotted and blurred,” and very 
badly drawn. These he calls an Exhibition, of which he has published a 
Catalogue, or rather a farrago of nonsense, unintelligibleness and egregious 
vanity, the wild effusions of a distempered brain. . . . That insanity should 
elevate itself to this fancied importance, is the usual effect of the unfortunate 
malady; but that men of taste, in their sober senses, should mistake its 
unmeaning and distorted conceptions for the flashes of genius, is indeed a 
phenomenon. 


Blake’s comment on this outrageous attack is to be found in 
the Public Address of the Rossetti MS.: 


The manner in which my Character has been blasted these forty years 
both as an artist & a Man, may be seen particularly in a Sunday Paper cal’d 
the Examiner, Publish’d in Beaufort Buildings (We all know that Editors 
of Newspapers trouble their heads very little about art & science, & that they 
are always paid for what they put in upon these ungracious Subjects), & the 
manner in which I have routed out the nest of villains will be seen in a Poem 
concerning my Three Years’ Herculean Labours at Felpham, which I will 
soon Publish. Secret Calumny & open Professions of Friendship are com- 
mon enough all the world over, but have never been so good an occasion of 
Poetic Imagery. When a Base Man means to be your Enemy he always 
begins with being your Friend. Flaxman cannot deny that one of the very 
first Monuments he did, I gratuitously designed for him; at the same time 
he was blasting my character as an Artist to Macklin, my Employer, as 
Macklin told me at the time; how much of his Homer & Dante he will allow 
to be mine I do not know, as he went far enough off to Publish them, even 
to Italy, but the Public will know & Posterity will know. } 

Many People are so foolish [as] to think that they can wound Mr. Fuseli 
over my Shoulder; they will find themselves mistaken, they could not 
wound even Mr. Barry so. 


Blake here suggests that the Examiner is the paid agent of 
those who have injured his reputation, of “that nest of villains” 
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with whom he has already dealt in a poem concerning his 
labours at Felpham. This may refer to some poem now lost, 
but it is possible that Blake is alluding to those pages of Milton 
in which he describes the struggle to free himself from the 
interference of “spiritual enemies,” and that in the phrase 
“Herculean Labours” he refers to the “fight thro’ a Hell of 
terrors and horrors . . .” in a divided existence which was 
rewarded by the visionary knowledge of spiritual unity 
symbolized by the end of the poem. It was one of the unfortun- 
ate results of the Cromek controversy that he had revived old 
grudges against Flaxman and now regarded him as having 
always been a false friend. Three of the four known copies of 
Milton had probably been printed by 1808, but there is no 
evidence that any of them had been “published,” that is, 
issued by Blake, before the Public Address was written. In the 
Public Address Blake expresses respect for Hogarth as an original 
painter whose execution can be neither copied nor improved. 
He had engraved ““When my Hero in Court Appears” (from 
the Beggar’s Opera) after Hogarth in 1790 for Boydell, and his 
water-colour drawing of ‘‘Satan, Sin and Death at Hell’s Gate” 
follows closely Hogarth’s treatment of the same subject. 

It would seem that neither criticism nor any disillusion as to 
the fitness of his audience prevented Blake from entertaining 
the idea of another exhibition. The notes in the Rossetti MS. 
known as A Vision of the Last Judgment, written about 1810, 
have as sub-title: “For the year 1810. Additions to Blake’s 
Catalogue of Pictures &c.” and are chiefly concerned with a 
fresco of the Last Judgment, a different rendering of the subject 
from that painted for the Countess of Egremont and described 
in the letter to Ozias Humphrey. 

W. M. Rossetti states that this fresco measured seven feet by 
five and was estimated to contain 1000 figures. J. T. Smith is 
enthusiastic about it. 


Had he fortunately lived till the next year’s exhibition at Somerset House, 
the public would then have been astonished at his exquisite finishing of a 
Fresco picture of the Last Judgment, containing upwards of one thousand 
figures, many of them wonderfully conceived; and grandly drawn. The 
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lights of this extraordinary performance have the appearance of silver and 
gold; but upon Mrs. Blake’s assuring me that there was no silver used, I 
found, upon a closer examination, that a blue wash had been passed over 
those parts of the gilding which receded, and the lights of the forward 
objects, which were also of gold, were heightened with a warm colour, to 
give the appearance of the two metals. 


From his allusion to Mrs. Blake as his informant it would 
appear that Smith saw the fresco after her husband’s death; 
much importance need not therefore be attached to a story 
told by Gilchrist. “Blake, on looking up one day at this fresco, 
which hung in his front room, candidly exclaimed, as one who 
was present tells me, ‘I spoiled that—made it darker; it was 
much, finer, but a Frenchwoman here [a fellow-lodger] didn’t 
like it.’ Gilchrist also says that the painting was a favourite of 
Blake’s and that he lavished finishing touches on it during his 
last years. The fresco has now unfortunately disappeared, but 
sketches probably used for it are still in existence; one of these 
is reproduced in the Nonesuch Edition. 

The conception of a Last Judgment made a special appeal to 
Blake, both as artist and as mystic, because he believed that 
error must take definite shape before it could be cast out: how- 
ever bad things might be there was the consoling thought that 
an essential. development was taking place. In these notes he 
explains that: 


The Last Judgment [will be] when all those are Cast away who trouble 
Religion with Questions concerning Good & Evil or Eating of the Tree of 
those Knowledges or Reasonings which hinder the Vision of God, turning 
all into a Consuming Fire. When Imagination, Art & Science & all Intel- 
lectual Gifts, all the Gifts of the Holy Ghost, are look’d upon as of no use & 
only Contention remains to Man, then the Last Judgment begins, & its 
Vision is seen by the [Imaginative Eye] of Every one according to the situa- 
tion he holds. . . . The Last Judgment is one of these Stupendous Visions. 
I have represented it as I saw it; to different People it appears differently as 
every thing else does; for tho’ on Earth things seem Permanent, they are less 
permanent than a Shadow, as we all know too well. 

# # # » 

The Last Judgment is an Overwhelming of Bad Art & Science. Mental 
Things are alone Real; what is call’d Corporeal, Nobody knows of its 
Dwelling Place; it is in Fallacy, & its Existence an Imposture. Where is 
Existence Out of Mind or Thought? Where is it but in the Mind of a Fool? 
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Some people flatter themselves that there will be No Last Judgment & that 
Bad Art will be adopted & mixed with Good Art, That Error.or Experi- 
ment will make a Part of Truth, & they Boast that it is its Foundation; these 
People flatter themselves: I will not Flatter them. Error is Created. Truth 
is Eternal. Error, or Creation, will be Burned up, & then, & not till Then, 
Truth or Eternity will appear. It is Burnt up the Moment Men cease to 
behold it. I assert for My Self that I do not behold the outward Creation 
& that to me it is hindrance & not Action; it is as the dirt upon my feet, No 
part of Me. “What,” it will be Question’d, ““When the Sun rises, do you 
not see a round disk of fire somewhat like a Guinea?” O no, no, I see an 
Innumerable company of the Heavenly Host crying, “Holy, Holy, Holy is 
the Lord God Almighty.” I question not my Corporeal or Vegetative Eye 
any more than I would Question a Window concerning a Sight. I look thro’ 
it & not with it. 


Blake explains in the course of these notes that all the person- 
ages depicted symbolize not individuals but states through 
which man passes like a traveller. 


It ought to be understood that the Persons, Moses & Abraham, are not 
here meant, but the States Signified by those Names, the Individuals being 
representatives or Visions of those States as they were reveal’d to Mortal 
Man in the Series of Divine Revelations as they are written in the Bible; 
these various States I have seen in my Imagination; when distant they appear 
as One Man, but as you approach they appear Multitudes of Nations. 


Some of the figures are purely symbolical. 


Sin is also represented as a female bound in one of the Serpent’s folds, 
surrounded by her fiends. Death is Chain’d to the Cross, & Time falls 
together with death, dragged down by a demon crown’d with Laurel. ... 


His interpretation is not without humour: 


The Ladies will be pleas’d to see that I have represented the Furies by 
Three Men & not by three Women. . . . The Spectator may suppose them 
Clergymen in the Pulpit, scourging Sin instead of Forgiving it. 


These notes abound in passages which throw light on Blake’s 
metaphysics: several have already been quoted. Another 
extract, pathetically autobiographical, may be given here: 


Some People & not a few Artists have asserted that the Painter of this 
Picture would not have done so well if he had been properly Encourag’d. 
Let those who think so, reflect on the State of Nations under Poverty & their 
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incapability of Art; tho’ Art is Above Either, the Argument is better for 
Affluence than Poverty; & tho’ he would not have been a greater Artist, yet 
he would have produc’d Greater works of Art in proportion to his means. 


Blake hated money, but money is as obtrusive by its absence 
as by its excess, and it is one of the tragic elements in his life 
that his old age was even less free from pecuniary care than his 
youth had been. It is probably true enough that he would have 
done greater work had he but met with a few more patrons as 
generous and as self-effacing as Thomas Butts. To imagine him 
peacefully engaged on public work for State or Church is more 
difficult. Is there even yet a committee or dean and chapter 
who could be relied on not to obstruct the path of genius? 


CHAPTER VII 


YEARS OF NEGLECT 


I rose up at the dawn of day 

Get thee away! get thee away! 

Pray’st thou for Riches? away! away! 
This is the Throne of Mammon Grey. 


Said I, “this sure is very odd. 

I took it to be the throne of God. 
For every Thing besides I have: 

It is only for Riches that I can crave. 


I have Mental Joy & Mental Health 
And Mental Friends & Mental Wealth; 
I've a Wife I love & that loves me; 
Ive all But Riches bodily. 


I am in God’s presence night & day, 
And he never turns his face away. 

The accuser of sins by my side does stand 
And he holds my money bag in his hand, 


For my worldly things God makes him pay, 
And he'd pay more if to him I would Pray; 
And so you may do the Worst you can do; 
Be assur’d Mr. devil I won't pray to you. 


Then If for Riches I must not pray, 
God knows I little of Prayers need say. 
So as a Church is known by its Steeple, 
If I pray it must be for other People. 
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He says, if I do not worship him for a God, 
I shall eat coarser food & go worse shod; 

So as I don’t value such things as these, 

You must do, Mr. devil, just as God please.” 


Hus wrote Blake after his failure to secure public recog- 
Ui keane as a prophet of imaginative art, and it was decreed 
that neither riches nor fame should be his lot. 

Only one letter has been preserved for the years 1810-1817, 
but this is not remarkable as he had few regular correspondents 
who kept any of his letters. Communication with Hayley had 
probably ceased before 1811. Flaxman and Thomas Butts were 
both at hand: Ozias Humphrey had died in 1810. There re- 
mains George Cumberland, whose son was now a convenient 
messenger, and Cumberland does not appear to have hoarded 
all Blake’s letters: only six are extant, five written before 1809, 
and the last in 1827. A few references by his contemporaries 
and the drawings and engravings which can be dated are, 
therefore, the chief sources of information about Blake’s life 
between 1810 and 1818. Seymour Kirkup, whose description 
of the large fresco, “The Ancient Britons,” has been quoted, 
left an interesting account of his acquaintance with Blake in 
letters to Lord Houghton, Swinburne, and W. M. Rossetti. 
Kirkup, a friend of Landor, Trelawny, and the Brownings, 
settled in Florence about 1817. He discovered the lost portrait 
of Dante by Giotto, and was dignified in consequence by the 
title of Barone. Like Elizabeth Barrett Browning and that 
indefatigable writer, old Mrs. Trollope, he fell a victim to 
“Sludge the Medium,” Daniel Home, and it may be inferred 
that his spiritualistic experiences gave him retrospectively some 
sympathy with Blake, which he had lacked as a boy. Swin- 
burne visited him in Florence in 1864 in order to glean mem- 
ories of Blake for his Critical Essay. Kirkup had been a student 
in the Antique School at the Royal Academy from 1810-1816. 
He was an old school fellow of the younger Butts, and told 
Lord Houghton that during these years he was much with 
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Blake, regretting that he did not sufficiently prize his qualities, 
or learn as much from him as he might have done. 

Besides, I thought him mad. I do not think so now. I never suspected 
him of imposture. His manner was too honest for that. He was very kind 
to me, though very positive in his opinion, with which I never agreed. His 
excellent old wife was a sincere believer in all his visions. She told me 
seriously one day, “I have very little of Mr. Blake’s company; he is always 


in Paradise.” She prepared his colours, and was as good as a servant. He had 
no other. 


It has been suggested that Kirkup was actually a pupil of 
_ Blake’s, but this seems improbable as he laments in a letter to 
W. M. Rossetti that he “neglected sadly the opportunities the 
Buttses threw in my way. I only heard of him as engraving- 
master to my old schoolfellow Tommy.” Kirkup thought that 
the Butts did not value Blake as they should have done, but 
this impression may have been derived chiefly from the irrever- 
ent Tommy. Another remark of Kirkup shows that in spite of 
his epigrams Blake still spoke generously of Flaxman’s work. 

“T used to wonder [at] his praise of Fuseli and Flaxman, my 
two first masters, for their tastes were so different to his, which 
Fuseli especially disliked, and he was a magnanimous fellow, 
though a sharp critic.”’ Fuseli must have made some adverse 
comment on a particular design or characteristic of Blake’s in 
Kirkup’s hearing as there is ample evidence that he was in 
general an enthusiastic admirer. 

Though in boyhood Kirkup thought Blake mad, as the 
young Stothard had done, and perhaps on equally trivial 
grounds, there was apparently nothing in his description to 
Swinburne which supported this impression: 

Mr. Kirkup also speaks of the courtesy with which, on occasion, Blake 
would waive the question of his spiritual life, if the subject seemed at all 
incomprehensible or offensive to the friend with him: he would no more 
obtrude than suppress his faith, and would practically accept and act upon 


the dissent or distaste of his companions without visible vexation or the 
rudeness of a thwarted fanatic. 


It may have been from Kirkup that Swinburne heard a 
story of Blake as Don Quixote which only appears in the 
Critical Essay: 
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Seeing once, somewhere about St. Giles’s, a wife knocked about by some 
husband or other violent person, in the open street, a bystander saw this also 
—that a small swift figure coming up in full swing of passion fell with such 
counter violence of reckless and raging rebuke upon the poor ruffian, that he 
recoiled and collapsed, with ineffectual cudgel; persuaded, as the bystander 
was told on calling afterwards, that the very devil himself had flown upon 
him in defence of the woman; such Tartarean overflow of execration and 
objurgation had issued from the mouth of her champion. It was the fluent 
tongue of Blake which had proved too strong for this fellow’s arm: the 
artist, doubtless, not caring to remember the consequences, proverbial even ~ 
before Moliére’s time, of such interference with conjugal casualties. 


Southey, who had been interested in Blake’s Exhibition, 
called on him in South Molton Street in the summer of 1811. 
Crabb Robinson records in his Diary for 24th July: 


Late to C. Lamb’s. Found a very large party there. Southey had been 
with Blake & admired both his designs & his poetic talents at the same time 
that he held him for a decided madman. Blake, he says, spoke of his visions 
with the diffidence that is usual with such people & did not seem to expect 
that he shd. be believed. He showed S[outhey] a perfectly mad poem called 


Jerusalem. Oxford Street is in Jerusalem. 


No more severe intelligence test could be devised than the 
casual introduction of Jerusalem at afternoon tea, and some 
such topographical detail is as much as the startled guest would 
be likely to carry away. 

Nearly twenty years later Southey described this visit to 
Caroline Bowles, who had been interested by Cunningham’s 


Life of Blake. 


I have nothing of Blake’s but his designs for Blair’s Grave, which were 
published with the poem. His still stranger designs for his own compositions 
in verse were not ready for sale when I saw him, nor did I ever hear that they 
were so. Much as he is to be admired, he was at that time so evidently 
insane, that the predominant feeling in conversing with him, or even look- 
ing at him, could only be sorrow and compassion. His wife partook of his 
insanity in the same way (but more happily) as Taylor the pagan’s wife 
caught her husband’s paganism. And there are always crazy people enough 
in the world to feed and foster such craziness as his. My old acquaintance 
William Owen, now Owen Pugh, who for love of his native tongue, com- 
posed a most laborious Welsh Dictionary, without the slightest remuneration 
for his labour, when he was in straitened circumstances, and has, since he 
became rich, translated Paradise Lost into Welsh verse, found out Blake after 


YEARS OF NEGLECT 235 


the death of Joanna Southcote, one of whose four-and-twenty elders he was. 
Poor Owen found everything which he wished to find in the Bardic system, 
and there he found Blake’s notions, and thus Blake and his wife were per- 
suaded that his dreams were old patriarchal truths, long forgotten, and now 
re-revealed. They told me this, and I, who well knew the muddy nature of 
Owen’s head, knew what his opinion upon such a subject was worth. I came 
away from the visit with so sad a feeling that I never repeated it... . 

.. . You could not have delighted in him—his madness was too evident, 
too fearful. It gave his eyes an expression such as you would expect to see 
in one who was possessed. 


The last dated entry in the Rossetti MS. Book was written a 
few days later than Crabb Robinson’s account of Southey’s | 
visit to Blake. It is an extract from Bell’s Weekly Messenger of 
4th August 1811 referring to Peter le Cave, an artist then in 
Wilton Gaol who declared that Morland had sold many of his 
paintings as his own. Blake’s comment on the paragraph is: 
“Tt confirms the Suspition I entertain’d concerning those two 
I Engraved From for J. R. Smith—That Morland could not 
have Painted them, as they were the works of a Correct Mind 
& no Blurrer.” Blake’s reference is probably to the “Industrious 
Cottager” and ““The Idle Laundress,” engraved by him in 1788. 

In 1812 Blake exhibited at the fifth and last Exhibition oi the 
“Associated Artists in Water Colour” his ‘Pitt,’ “Nelson,” 
and “Canterbury Pilgrims.” 

Another glimpse of him, as seen through Flaxman’s eyes, is 
given in Crabb Robinson’s Diary for 30th January 1815: 


Flaxman was very chatty and pleasant. He related some curious anecdotes 
of Sharp the engraver, who seems the ready dupe of any and every religious 
fanatic & imposter who offers himself. . . . Sharp, tho’ deceived by Brothers, 
became a warm partisan of Joanna Southcott. He endeavoured to make a 
convert of Blake the engraver, but as Fl. judiciously observed, such men as 
B[lake] are not fond of playing the and. fiddle. Hence B[lake] himself a 
seer of visions & a dreamer of dreams would not do homage to a rival , 
claimant of the privilege of prophecy. B[lake] told F[laxman] that he had 
had a violent dispute with the Angels on some subject and had driven them 
away .. . excessive pride equally denoted Blake and Barry [another seer of 
visions]. 


About 1815 Blake gave William Ensom, the engraver, some 
sittings, as that year Ehsom was awarded the silver medal of 
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the Royal Society of Arts for a pen-and-ink portrait of him. 
This drawing cannot be traced. Tatham told Gilchrist that 
Blake came to the Antique School at the Royal Academy in 
1815 to copy the cast of the Laocoén, and was greeted by Fuseli, 
then Keeper, with the words: “What! you here, Meesther 
Blake? We ought to come and learn of you, not you of us!” 
Gilchrist adds: “Blake took his place with the students, and 
exulted over his work, says Mr. Tatham, like a young disciple; 
meeting his old friend Fuseli’s congratulations and kind 
remarks with cheerful, simple joy.” 

About 1816 we catch sight of him again calling on Isaac 
D’Israeli’s friend, the Rev. Thomas Dibdin, who gives an 
account of the visit in his Reminiscences of a Literary Life. 


... pupil of no Master, but a most extraordinary artist in his own particular 
element: although I believe he professed to have been a pupil of Flaxman 
and Fuseli—artists, as opposite in all respects as a chaste severity differs from 
a wild exuberance of style. . . . 1 soon found the amiable but illusory Blake 
far beyond my ken or sight. In an instant he is in his “third heaven” — 
flapped by the wings of seraphs, such as his own genius only could shape, 
and his own pencil embody. The immediate subject of our discussion—and 
for which indeed he professed to have in some measure visited me—was 
“the minor poems of Milton.” Never were such “dreamings” poured forth 
as were poured forth by my original visitor:—his stature mean, his head big 
and round, his forehead broad and high, his eyes blue, large and lambent— 
such as my friend Mr. Phillips has represented him upon his imperishable 
canvas. 

“What think you, Mr. Blake, of Fuseli’s Lycidas—asleep, beneath the 
opening eyelid of the morn?” “I don’t remember it!” “Pray see it, and 
examine it carefully. It seems to me to be the pencil of poetry employed to 
give intelligence and expression to the pen of the poet”’—or words to this 
effect were, I think pronounced. I learnt afterwards that my Visitor had 
seen it—but thought it “too tame”; tameness from Fuseli! I told Mr. Blake 
that our common friend, Mr. Masquerier, had induced me to purchase his 
“Songs of Innocence,” and that I had no disposition to “repent my bargain.” 
This extraordinary man sometimes—but in good sooth very rarely— 
reached the sublime; but the sublime and the grotesque seemed, somehow 
or the other, to be for ever amalgamated in his imagination; and the choice 
or result was necessarily doubtful. . . . 


Dibdin had originally intended to give a much longer 
account of Blake’s work, and asked Isaac D’Isracli to lend him 
the designs in his possession, D’Israeli refused on the ground 
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that he had too many to send, a hundred and sixty, and that 
in any case Blake’s drawings baffled description. Some critics 
have supposed that D’Israeli’s reply indicated a large and 
valuable collection, still unknown, but it seems clear that he 
was only referring to the copies of the symbolic books in his 
possession. 

Meagte as these references are they suggest that Blake had 
entered on the period of tranquil acceptance of his fate, which, 
from all accounts, distinguished his latter years. He was living 
in obscurity, and even in old age he was never patent to the 
public eye, like Lawrence, Fuseli, or Flaxman. William Paulet 
Carey, writing in 1817 of his designs for the Grave, says: 


I never had the good fortune to see him; and so entire is the uncertainty, 
in which he is involved, that after many inquiries, I meet with some in doubt 
whether he is still in existence. But I have accidentally learned from a Lady, 
since I commenced these remarks, that he is, certainly, now a resident in 
London. I have, however, heard enough to warrant my belief that his pro- 
fessional encouragement has been very limited, compared with his powers. 


The records of Blake’s work during these years are an 
additional warrant to this belief, and it is difficult to see how he 
managed to support himself and his wife. It is possible that 
other drawings or notes of commissions may be found which 
will make his position more explicable. So far as present infor- 
mation goes it seems clear that he was sometimes in actual 
want. The account with Butts shows a total of £339 5s. 6d. for 
1805-1810, the average for 1807-1810 being higher than for 
the two previous years. No receipts have been preserved later 
than 1810, but as none exists before 1805, although Blake had 
then been working for Butts for some years, it is probable 
that a further account was opened. Kirkup’s letters suggest 
that Tommy Butts continued to be Blake’s pupil. Captain 
Butts believed his grandfather to have been a steady purchaser 
of Blake’s work for thirty years, and Mr. Butts certainly gave 
further commissions as the designs for “L’Allegro” and “Il 
Penseroso,” executed about 1816, were his property. Samuel 
Palmer’s eulogy of Butts in the letter to William Abercrombie, 
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part of which has been already quoted, confirms this view. 
Palmer writes: 

Were I illustrating the book, my great object would be some likeness of 
Mr. Butts—through his son Captain Butts, if he could be found; . . . because 
the father for years stood between the greatest designer in England & the 


workhouse, that designer being, of all men whom I ever knew, the most 
practically sane, steady, frugal and industrious. 


For the rest the unpublished engraving of Earl Spencer after 
the portrait by Phillips may have been executed in 1811 as a 
proof in the Print Room is water-marked with that year. The 
smaller engraving of the Canterbury Pilgrims was published 
in 1812. A relief-etching, similar in subject to that on the first 
page of America, is dated 1813. Copies of several of the Ilu- 
minated Books were issued about 1813-1815. In 1814 he began 
to engrave plates for Flaxman’s Hesiod, which was published 
in 1817. Gilchrist says that Blake did not take Flaxman’s 
recommendation of him to Longmans, publishers of the book, 
quite in good part as he would have preferred to be recom- 
mended as a designer, but he gives no authority for this state- 
ment. Flaxman, who had designed some crockery for Josiah 
Wedgwood, also secured for Blake, about 1815, the task of 
engraving it for a catalogue, work still less worthy of his 
powers than the Hesiod, or even than the handscreens he had 
refused to paint at Felpham. Some of the plates for Rees’ 
Cyclopaedia were engraved and others both drawn and en- 
graved in 1815 and 1816. A water-colour drawing, “The 
Judgment of Paris,” is dated 1817. The series of twelve designs 
for “L’Allegro” and “Il Penseroso” are on paper watermarked, 
with the date 1816, and his visit to Dibdin no doubt related to 
these. His description of his illustrations would therefore have 
been written in that year. The twelve designs for Paradise 
Regained were probably executed about the same time. 

An explanation of the scanty information about Blake’s 
life during these years furnished by an article in the Revue 
Britannique for 1833 seems even less plausible than when atten- 
tion was first drawn to it in 1912, as some of the facts recorded 
above had been unknown before the publication of Mr. 
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Keynes’ Bibliography. The article is headed “Hépital des Fous 
4 Londres,” and purports to describe a visit, the date of which 
is not mentioned, to Bethlem Hospital, and an interview there 
with Blake “surnommé le Voyant.” Blake, who was under five 
foot six inches in height, is described as a big pale man who was 
engaged in drawing the ghost of a flea when the visitor entered, 
in itself a suspicious circumstance. There are other references 
to the visionary heads which Blake actually drew for Varley, 
and. to conversations with Moses and Michael Angelo, and an 
appropriate allusion to “ce pauvre Job.” The writer mentions 
as another interesting inmate Jonathan Martin, brother of John 
Martin the artist, who set fire to York Minster as a warning to 
the card-playing and theatre-going clergy of England, but 
Martin was tried for arson and committed to Bedlam on 13th 
March 1829, nearly two years after Blake’s death. The whole 
interview reads like a fabrication, perhaps concocted from the 
Life by Cunningham, which appeared in 1830, with the 
addition of a little current gossip. There is no mention of a 
Blake in the Asylum records 1815-1835, and no corroboration 
of the story elsewhere. Blake, in 1818, was still living in South 
Molton Street, where he had settled after his return from 
Felpham. \ 

During these years Blake was writing the last of his symbolic 
books, Jerusalem, The Emanation of the Giant Albion. It is 
probable that this poem was begun in 1804, as the title-page 
bears that date, but that the greater part of it was written after 
the completion of Milton in 1808. Southey saw something of it 
in 1811, but none of the known copies is printed on paper 
watermarked earlier than 1818. Five copies are recorded 
printed in black and uncoloured, and one in orange very 
beautifully painted with water colours and gold. This is 
probably the copy to which Blake refers in his letter to George 
Cumberland of 12th April 1827: “The last work I produced is 
a poem entitled Jerusalem, the Emanation of the Giant Albion, 
but find that to print it will cost my time the amount of 
Twenty Guineas. One I have Finish’d. It contains 100 Plates, 
but it is not likely I shall get a Customer for it.” 

R 
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Blake was right, and this copy passed into the hands of 
Frederick Tatham after Mrs. Blake’s death. Two posthumous 
copies were printed, probably by Tatham. Another coloured 
copy is said to have been sold to Ruskin, and some fragments 
at one time in the British Museum Print Room may have been 
part of it as Ruskin had a curious craze for cutting up illumin- 
ated MSS. 

Jerusalem is dedicated “suzep To the Public, coats,” Blake 
maintaining the distinction he had drawn years before in 
The Marriage of Heaven and Hell: 


Thus one portion of being is the Prolific, the other the Devouring: to 
the Devourer it seems as if the producer was in his chains; but it is not so, 
he only takes portions of existence and fancies that the whole . . . Note: 
Jesus Christ did not wish to unite, but to separate them, as in the Parable of 
sheep and goats! & he says: “I came not to send Peace, but a Sword.” 


The reference to Felpham in the first sentence, “After my 
three years slumber on the banks of the ocean, I again display 
My Giant Forms to the Public,” is additional evidence that 
Blake began to write Jerusalem after his return to London. 
Aggressive in his claim as an artist, he does not pose as a 
slighted poet, though his paintings had clearly excited far more 
attention than his lyrics or symbolic books. 


My former Giants & Fairies having reciev’d the highest reward possible, 
the love and friendship of those with whom to be connected is to be blessed, 


I cannot doubt that this more consolidated & extended Work will be as 
kindly recieved. 


It would seem that the fitness of the audience had made up 
for their being but very few, and these few can then have 
numbered two or three at most beyond the little circle of his 
personal friends. 

Jerusalem, the longest of the symbolic books, is indeed a 
Giant Form, ungainly, amorphous. Who can listen to his 
terrific voice without confusion and alarm? who will not 
regret the sweet and ordered accents of the lyric Fairies? Had 
Blake left us more of these perhaps they would have said for 
him all that he needed to say, and the giants might have been 


a 
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reserved for the eye curious in technique and psychology as 
colossal rough drafts which could convey their full meaning 
only to the writer. But, fairies failing, those who would under- 
stand Blake’s mystic gospel must listen also to this giant. 

The inscription at the head of Chapter I, Movos 6 lesous [sic], is 
anticipated by the statement in the dedication that Jesus is “the 
God of Fire and Lord of Love” . . . “The Spirit of Jesus is 
continual forgiveness of Sin: he who waits to be righteous 
before he enters into the Saviour’s kingdom, the Divine Body, 
will never enter there.”’ A fairy’s voice is heard for a moment 
telling of Jesus as the God of Fire. 


Again he speaks in thunder and in fire! 
Thunder of Thought, & flames of fierce desire; 
Even from the depths of Hell his voice I hear 
Within the unfathom’d caverns of my Ear. 


The Dedication ends with the note already quoted, on the 
measure in which the poem is written. 

As Milton records Blake’s rebellion against the conditions of 
his life at Felpham, so the substance of Jerusalem is affected by 
the agony of mind he had suffered in awaiting his trial for high 
treason. This experience had impressed on him the cruelty of 
men to men, their readiness to accuse and judge; he saw more 
clearly than before that freedom is only attainable through 
imaginative understanding and mutual forgiveness. The theme 
of Jerusalem is stated in the first lines: 


Of the Sleep of Ulro! and of the passage through 
Eternal Death! and of the awaking to Eternal Life. 


Jesus through the words of Blake appeals to Albion, the Eternal 

Man, to awaken from his deathful sleep, and hide no longer his 
emanation, Jerusalem, spiritual freedom, which is the outcome 
of imagination. 


“T am not a God afar off, I amfa brother and friend; 
Within your bosoms I reside, and you reside in me: di 
Lo! we are One, forgiving all Evil, Not seeking recompense,” . . . 
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But the Man denies spiritual freedom, and puts reason and 
moral law in her place. 


“Jerusalem is not! her daughters are indefinite: 
By demonstration man alone can live, and not by faith. 
* * * * 
... here will I build my Laws of Moral Virtue. 
Humanity shall be no more, but war & princedom & victory 


7°? 


Blake, seeing that without spiritual freedom and imagination 
learning has become abstract and religion narrow, asks for 
divine inspiration that he may describe the building of Gol- 
gonooza, the City of Art, and also the present state of misery 
brought about by the Man’s inhumanity. 


Trembling I sit day and night, my friends are astonish’d at me, 
Yet they forgive my wanderings. I rest not from my great task! 
To open the Eternal Worlds, to open the immortal Eyes 

» Of Man inwards into the Worlds of Thought, into Eternity 
Ever expanding in the Bosom of God, the Human Imagination. 
O Saviour pour upon me thy Spirit of meekness & love! 


Annihilate the Selfhood in me: be thou all my life! 


Jerusalem in her misery becomes the companion of Vala, 
Nature, and Los, the Poet, embodied by Blake himself, hears 
her lamentations. Los, whose name in Eternity is Urthona, 
Spirit, is divided from his Spectre, Reason, who is described 
later in the poem: 


The Spectre is the Reasoning Power in Man, & when separated 
From Imagination and closing itself as in steel in a Ratio 

Of the Things of Memory, It thence frames Laws & Moralities 

To destroy Imagination, the Divine Body, by Martyrdoms & Wars. 


Reason tries to destroy the Poet, and then to terrify him by 
his pessimism and his gibes, but Los refuses to be alarmed. 


“Comfort thyself in my strength; the time will arrive 

When all Albion’s injuries shall cease, and when we shall 

Embrace him, tenfold bright, rising from his tomb in immortality. 
They have divided themselves by Wrath, they must be united by 
Pity; let us therefore take example & warning, O my Spectre. 

O that I could abstain from Wrath! O that the Lamb 

Of God would look upon me and pity me in my fury, 

In anguish of regeneration, in terrors of self annihilation.” 
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The last words sound a personal note in reply to the Spectre’s 
taunt which, it would seem, refers to the neglect of Blake as an 
artist and to the Cromek and Stothard controversies. 

Los recognizes the Spectre as his own “Pride & Self-right- 
eousness”’; he will labour in hope, exposing error: 


“That he who will not defend Truth may be compell’d to defend 
A Lie: that he may be snared and caught and snared and taken: 
That Enthusiasm and Life may not cease; arise Spectre, arise!” 


The prevailing error is plain enough: 


They take the Two Contraries which are call’d Qualities, with which 
Every Substance is clothed: they name them Good & Evil; 

Frorn them they make an Abstract, which is a Negation 

Not only of the Substance from which it is derived, 

A murderer of its own Body, but also a murderer 

Of every Divine Member: it is the Reasoning Power, 

An Abstract objecting power that Negatives every thing. 

This is the Spectre of Man, the Holy Reasoning Power, 

And in its Holiness is closed the Abomination of Desolation. 


Los, therefore, compels the unwilling Spectre to labour with 
him: 
“T must Create a System or be enslav’d by another Man’s. 
I will not Reason & Compare: my business is to Create.” 


Then follows a description of how Los, “Striving with Systems 
to deliver Individuals from those Systems,” builds the Eternal 
City of Art, Golgonooza, which has four gates, and in which all 
things are fourfold. Outside Golgonooza lies the world of 
materialistic science, with its symbols, the Cave, the Rock, the 
Tree, and so forth. 


And all that has existed in the space of six thousand years, 
Permanent & not lost, not lost nor vanish’d, & every little act, 
Word, work & wish that has existed all remaining still 

x * * * 
For every thing exists & not one sigh nor smile nor tear, 
One hair nor particle of dust, not one can pass away. 


Blake, appalled by the condition of the material world, 
makes another appeal for inspiration. 
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I see the Four-fold Man, The Humanity in deadly sleep 

And its fallen Emanation, The Spectre & its cruel Shadow. 

I see the Past, Present & Future existing all at once 

Before me. O Divine Spirit, sustain me on thy wings, 

That I may awake Albion from his long & cold repose; 

For Bacon & Newton, sheath’d in dismal steel, their terrors hang 
Like iron scourges over Albion: Reasonings like vast Serpents 
Infold around my limbs, bruising my minute articulations. 


I turn my eyes to the Schools & Universities of Europe 

And there behold the Loom of Locke, where Woof rages dire, 
Wash’d by the Water-wheels of Newton: black the cloth 

In heavy wreaths folds over every nation: cruel Works, 

Of many Wheels I view, wheel without wheel, with cogs tyrannic 
Moving by compulsion each other, not as those in Eden, which, 
Wheel within Wheel, in freedom revolve in harmony & peace. 


After contemplating the existing misery Blake recalls that 
Los is not only the builder of the City of Art, but also the 
Guardian of the World Memory. 


All things acted on Earth are seen in the bright Sculptures of 
Los’s Halls, & every Age renews its powers from these Works 
With every pathetic story possible to happen from Hate or 
Wayward Love; & every sorrow & distress is carved here, 
Every Affinity of Parents, Marriages & Friendships are here 

In all their various combinations wrought with wondrous Art, 
All that can happen to Man in his pilgrimage of seventy years. 
Such is the Divine Written Law of Horeb & Sinai, 

And such the Holy Gospel of Mount Olivet & Calvary. 


The poet dominates his reason lest he should destroy 
Enitharmon, Inspiration, but at the same time makes use of 
reason to withstand the seductions of the Daughters of Albion, 
unimaginative and therefore false conceptions of beauty. Hand 
and Hyle, Sons of Albion, the rationalist and the bad artist, 
deny the spiritual freedom of imagination: 


“Cast, Cast ye Jerusalem forth! The Shadow of delusions! 
The Harlot daughter! Mother of pity and dishonourable forgiveness! 
Our Father Albion’s sin and shame!” 


They proclaim Vala, Nature, their Mother. The first chapter 
ends with the mutual reproaches of Jerusalem and Vala, who 
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now see that they are incompatible with one another, and 
Albion blames them both for his fall from eternity. He seeks 
salvation in hypocrisy: “All is Eternal Death unless you can 
weave a chaste Body over an unchaste Mind!’ 

He rejects Jerusalem as sin, and seizes Vala’s Veil, Matter, 
that the souls of men may be ensnared. He only knows God 
“wide separated from the Human Soul,” the god of vengeance 
and moral law. Then, suddenly he realizes that he has fallen 


from Eternity because he has forsaken freedom: 


“© Human Imagination, O Divine Body I have Crucified, 
I have turned my back upon thee into the Wastes of Moral Law.” 


He dies into the World of Generation asking for forgiveness, 
and the daughters of Beulah, the region below eternity where 
Albion had been sleeping, the first stage in his fall, utter their 
lamentation: 


“Why did you take Vengeance, O ye Sons of the mighty Albion, 

Planting these Oaken Groves, Erecting these Dragon Temples? 

Injury the Lord heals, but Vengeance cannot be healed. 

As the Sons of Albion have done to Luvah, so they have in him 

Done to the Divine Lord & Saviour who suffers with those that suffer; 

For not one sparrow can suffer & the whole Universe not suffer also 

In all its Regions, & its Father & Saviour not pity and weep. 

But Vengeance isthe destroyer of Grace & Repentance in the bosom 

Of the Injurer, in which the Divine Lamb is cruelly slain. 

Descend, O Lamb of God, & take away the imputation of Sin 

By the Creation of States & the deliverance of Individuals Evermore. 
Amen.” 


The preface to Chapter II is dedicated To The Jews. The first 
paragraph is elucidated by the description of an aged patriarch 
in A Vision of the Last Judgment. “He is Albion, our Ancestor, 
patriarch of the Atlantic Continent, whose History preceded 
that of the Hebrews & in whose Sleep, or Chaos, Creation 
began.” After the fall of Albion the false religion of sacrifice, 
which Blake always calls “Druid,” was common to the whole 
earth, but these Druids had none the less handed down the 
tradition “that Man anciently contain’d in his mighty limbs all 
things in Heaven & Earth.” 
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The first six verses of the lyric describe the golden age of 
innocence, when Jerusalem, Freedom, was familiar to all. 


She walks upon our meadows green, 
The Lamb of God walks by her side, 

And every English Child is seen 
Children of Jesus & his Bride. 


Then comes the age of experience when Satan, Error, rules for 
a time though he cannot gain a final victory. , 


He wither’d up the Human Form 
By laws of sacrifice for sin, 

Till it became a Mortal Worm, 
But O! translucent all within. 


The Divine Vision still was seen, 
Still was the Human Form Divine, 

Weeping in weak & mortal clay, 
O Jesus, still the Form was thine. 


And thine the Human Face, & thine 
The Human Hands & Feet & Breath, 

Entering thro’ the Gates of Birth 
And passing thro’ the Gates of Death. 


And O thou Lamb of God, whom I \ 
Slew in my dark self-righteous pride, 

Art thou return’d to Albion’s Land? 
And is Jerusalem thy Bride? 


Come to my arms & never more 
Depart, but dwell for ever here: 

Create my Spirit to thy Love: 
Subdue my Spectre to thy Fear. 


Spectre of Albion! warlike Fiend! 
In clouds of blood & ruin roll’d, 

I here reclaim thee as my own, 
My Self-hood! Satan! arm’d in gold! 


Is this thy soft Family-Love, 
Thy cruel Patriarchal pride, 

Planting thy Family alone, 
Destroying all the World beside? 


A man’s worst enemies are those 
Of his own house & family; 

And he who makes his law a curse, 
By his own law shall surely die. 
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In my Exchanges every Land 
Shall walk, & mine in every Land, 

Mutual shall build Jerusalem, 
Both heart in heart & hand in hand. 


In the last verses Blake shows that he regarded exclusive 
family love and patriotism as a form of the selfhood. The last 
verse but one refers back to the lines in Albion’s lament of the 
previous chapter: 

“O my children, 


I have educated you in the crucifying cruelties of Demonstration 
Till you have assum’d the Providence of God & slain your Father.” 


Chapter II opens with Albion’s conviction of sin, which he 
hardens into a doctrine dividing men against each other. The 
Divine Vision appears and announces that Albion’s sleep of 
death must last until the hidden Satan, the Secret Error, is 
exposed. Then “two immortal forms” leave Albion, the 
spectre and emanation of Los. As they escape they give 
with slight alterations the same account of Albion as Ahania 
had given in Vala of her vision of the “Dark’ning Man.” Since 
they have fled from Error they are now reunited with Los, the 
Poet, who tries to comprehend the degradation of Albion, but 
error is still hidden from him, although he sees that: 


Every Universal Form was become barren mountains of Moral 
Virtue, and every Minute Particular harden’d into grains of sand, 
And all the tendernesses of the soul cast forth as filth & mire:... 


Now that Albion has fallen into the World of Generation, 
his Spectre, Chaos, Satan, who, as Error, is “the Great Self- 
hood” and represents memory as opposed to imagination, 
addresses him in the language of materialism. 


“I am your Rational Power, O Albion, & that Human Form 
You call Divine is but a Worm seventy inches long 

That creeps forth in a night & is dried in the morning sun, 
In fortuitous concourse of memorys accumulated & lost. 

It plows the Earth in its own conceit, it overwhelms the Hills 
Beneath its winding labyrinths, till a stone of the brook, 
Stops it in midst of its pride among its hills & rivers.” 
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Vala, Nature, appears from Chaos; now that Albion is in the 
material world she, and not Jerusalem, is his emanation. She 
obscures the Divine Vision for Albion, claiming that she alone 
is Beauty, and that the Eternal, the Imaginative Human form 
is her own creation. Los is appalled at the domination of Nature 
over Man. 


“There is a Throne in every Man, it is the Throne of God; ~ 
This, Woman has claim’d as her own, & Man no more! 
Albion is the Tabernacle of Vala & her Temple, 

And not the Tabernacle & Temple of the Most High.” 


As in Vala the Divine hand sets two limits of opacity and 
contraction for created man in the world of generation, but in 
Jerusalem the Divine voice also announces the creation of 


States, through which the individual passes leaving error 
behind him. 


“Albion goes to Eternal Death. In Me all Eternity 

Must pass thro’ condemnation and wake beyond the Grave. 
No individual can keep these Laws, for they are death 

To every energy of man and forbid the springs of life. 
Albion hath enter’d the State Satan! Be permanent, O State! 
And be thou for ever accursed! that Albion may arise again. 
And be thou created into a State! I go forth to Create 

States, to deliver Individuals evermore! Amen.” 


Meanwhile the world of generation becomes more and more 
divided, and illusion is all powerful until the Divine Body, 
Imagination, shall redeem man. 


... ‘What seems to Be, Is, To those to Whom 

It seems to Be, & is productive of the most dreadful 

Consequences to those to whom it seems to Be, even of 

Torments, Despair, Eternal Death; but the Divine Mercy 

Steps beyond and Redeems Man in the Body of Jesus. Amen. 

And Length, Bredth, Highth again Obey the Divine Vision. Hallelujah.” 


The fallen Albion, though he has steeled his heart against 
“Universal Love,” is not cut off from eternity, for the Saviour 
follows him, as in Vala: 
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Displaying the Eternal Vision, the Divine Similitude, 
In loves and tears of brothers, sisters, sons, fathers and friends, 
Which if Man ceases to behold, he ceases to exist, 


Saying “Albion! Our wars are wars of life, & wounds of love 
With intellectual spears, & long winged arrows of thought. 
Mutual in one another’s love and wrath all renewing 
We live as One Man; for contracting our infinite senses 
We behold multitude, or expanding, we behold as one, 
‘As One Man all the Universal Family, and that One Man 
We call Jesus the Christ; and he in us, as we in him 
Live in perfect harmony in Eden, the land of life, 
Giving, recieving, and forgiving each other’s trespasses. 
' He is the Good shepherd, he is the Lord and master, 
He is the Shepherd of Albion, he is all in all, 
In Eden, in the garden of God, and in heavenly Jerusalem. 
If we have offended, forgive us; take no vengeance against us.” 


But Albion fled from the Divine Vision, seeking a refuge in the 
doctrine of Atonement instead of in forgiveness of sins. The 


poet is still his friend: 


Los said to Albion: “Whither fleest thou?” Albion reply’d: 


“T die! I go to Eternal Death! the shades of death 

Hover within me & beneath, and spreading themselves outside 

Like rocky clouds, build me a gloomy monument of woe. 

Will none accompany me in my death, or be a Ransom for me 

In that dark Valley? I have girded round my cloke and on my feet 
Bound these black shoes of death, & on my hands, death’s iron gloves. 
God hath forsaken me & my friends.are become a burden, 

A weariness to me, & the human footstep is a terror to me.” 


Los answered troubled, and his soul was rent in twain: 

“Must the Wise die for an Atonement? does Mercy endure Atonement? 
5 . ee a ” 

No! It is Moral Severity & destroys Mercy in its Victim. 


But Blake recalls for his own comfort that even in the world 
of generation there is a window opening on Eternity of which 


the Fairy had told him. 


There is a Grain of Sand in Lambeth that Satan cannot find, 

Nor can his Watch Fiends find it; ’tis translucent & has many Angles, 
But he who finds it will find Oothoon’s palace; for within 

Opening into Beulah, every angle is a lovely heaven. _ 

But should the Watch Fiends find it, they would call it Sin 

And lay its Heavens & their inhabitants in blood of punishment. 
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Los continues to remonstrate vainly with Albion, and then, 
despite his own doubt and despair, implores the other Zoas, 
“Urizen cold & scientific, Luvah pitying & weeping, Tharmas 
indolent & sullen,” to help him in the eternal Man, describing 
in a long and vehement speech the evil and degradation and 
cruelty and error which have resulted from his fall. They 
respond to the appeal of Los and together they try to bear 
Albion back to eternity, but they cannot succeed against his 
will: they are winged with vision and imagination, but the 
“Starry Wheels” of Albion, reason and logic, roll him back 
into the material world in spite of their efforts to raise him. 

Albion again abandons hope, and Jerusalem, his emanation, 
like Ololon in Milton, descends to earth in order to save him, 
while the Daughters of Beulah implore the Lamb of God to 
come and take away the remembrance of sin. 

The third chapter is dedicated To the Deists, self-righteous 
believers in natural virtue, who accuse religious men like 
Whitefield of hypocrisy because they confess their sins, pro- 
moters of warfare, who will not understand that “the Glory 
of Christianity is To Conquer by Forgiveness.” The dedication 
ends with the second half of the “Monk of Charlemaine”’ from 
the MS. Book. The monk is the “image of his Lord,” who is 
slain by those who have forcibly divided the moral law from 
the gospel of forgiveness. 

Early in Chapter III Blake defines Jerusalem in her universal 
relation to men. 


In Great Eternity every particular Form gives forth or Emanates 
Its own peculiar Light, & the Form is the Divine Vision 

And the Light is his Garment, This is Jerusalem in every Man, 
A Tent & Tabernacle of Mutual Forgiveness, . . . 


But men are still the victims of passion: unreleased by imagina- 
tion, which ensures mutual forgiveness, they are bound by the 
iron chains of Sexual Love, and the “cold constrictive Spectre” 
of Reason imposes doubt instead of faith. As in Vala and 
Milton the Seven Eyes of God are appointed to watch, the first 
six representing the states through which man must pass before 
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he is prepared for the seventh, Jesus, the recognition of truth. 
The Eighth, the “Shadowy Eighth” of Milton, the eternal 
individuality of Man, is lost in the forest of error and does not 
answer to the call. The Living Creatures, the Four Zoas, wage 
war against the indefinite, the abstract: 


He who would do good to another must do it in Minute Particulars: 
General Good is the plea of the scoundrel, hypocrite & flatterer, 

For Art & Science cannot exist but in minutely organized Particulars 
And not in generalizing Demonstrations of the Rational Power. 

The Infinite alone resides in Definite & Determinate Identity; 
Establishment of Truth depends on destruction of Falsehood continually, 
On Circumcision, not on Virginity, O Reasoners of Albion! 


Circumcision, Blake’s symbol for sacrifice of the selfhood, 
must take the place of Virginity, abstinence and unnatural 
repression. Los, the Poet, takes comfort in the thought that 
man is cast in the image of the divine Infant: 


He who is an Infant and whose Cradle is a Manger 

Knoweth the Infant sorrow, whence it came and where it goeth 
And who weave it a Cradle of the grass that withereth away. 

This World is all a Cradle for the erred wandering Phantom, 

Rock’d by Year, Month, Day & Hour; and every two Moments 
Between dwells a Daughter of Beulah to feed the Human Vegetable. 


Los here*and elsewhere deplores the dominance of the 
Female Will, the Moral Law, which, like freedom and inspira- 
tion on the higher plane and nature on the lower, is represented 
as feminine. Jerusalem, a captive in the Mills of reason, is mad 
with despair, and Vala, Nature and materialistic religion, 
triumphs over her rival. Nevertheless Jerusalem often beheld 
the Divine Vision and said: 


O Lord & Saviour, have the Gods of the Heathen pierced thee, 
Or hast thou been pierced in the House of thy Friends? 

Art thou alive, & livest thou for evermore? or art thou 
Nought but a delusive shadow, a thought that liveth not? 
Babel mocks, saying there is no God nor Son of God, 

That thou, O Human Imagination, O Divine Body, art all 

A delusion; but I know thee, O Lord, where thou arisest upon 
My weary eyes, even in this dungeon & this iron mill. 

The Stars of Albion cruel rise; thou bindest to sweet influences, 
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For thou also sufferest with me, altho’ I behold thee not; 

And altho’ I sin & blaspheme thy holy name thou pitiest me 
Because thou knowest I am deluded by the turning mills 

And by these visions of pity & love because of Albion’s death. 


But she is comforted by a visionary knowledge that the birth 
of the Divine Child was itself an occasion for forgiveness. She 
hears Mary appeal to Joseph in her own name, as a sign that 
she also will be forgiven and reinstated, fallen though she be: 


... Art thou more pure 
Than thy Maker who forgiveth Sins & Calls again Her that is Lost? 


Blake, in A Vision of the Last Judgment, had included the Virgin 
Mary among the “innocently gay and thoughtless, not being 
among the condemn’d because ignorant of crime in the midst 
of a corrupted Age.” He believed that Jesus was conceived by 
the Holy Ghost, not in a miraculous sense but because Mary, 
like Oothoon in Visions of the Daughters of Albion, had yielded 
to an instinct pure in itself. 

Jerusalem receives the Divine Child from Mary at his birth, 
but again despairs at the Crucifixion: 


“Shall Albion arise? I know he shall arise at the Last Day! 
I know that in my flesh I shall see God; but Emanations _ 
Are weak, they know not whence they are nor whither tend.” 


Jesus replied, “I am the Resurrection & the Life. 

I die & pass the limits of possibility as it appears 

To individual perception. . . . 

Come now with me into the villages, walk thro’ all the cities; 
Tho’ thou art taken to prison & judgment, starved in the streets, 
I will command the cloud to give thee food & the hard rock 

To flow with milk & wine; tho’ thou seest me not a season, 
Even a long season & a hard journey & a howling wilderness, 
Tho’ Vala’s cloud hide thee & Luvah’s fires follow thee, 

Only believe & trust in me. Lo, I am always with thee!” 


But in the meantime the world is ruled by Vala, Nature, and 
the Spectre, Reason, in the false union which does not syn- 
thesize the contraries and is always called by Blake hermaph- 
roditic as opposed. to androgynous. 


—" 
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The description of the industrial revolution is repeated from 
Vala. The Eternal Man will not hear the voice of the poet, but 
Los continues his work, creating the prophets to defeat the 
kings of the material world, and he is aided by “all the Gentle 
Souls Who guide the great Wine-press of Love,” among them 
Fénelon, Mme. Guyon, Saint Theresa, Whitefield, and Hervey. 
The chapter ends with another cry from Blake for inspiration, 
while he ponders over all that has happened in the world of — 
time and space. 

The fourth chapter is dedicated ‘“To the Christians.” Blake 
contrasts the doctrines of the Evangelicals with his own re- 
ligion of art in forcible prose. This passage must be quoted in 
full, and needs no comment. 


Devils are I give you the end of a golden string, 
False Religions. Only wind it into a ball, 

“Saul, Saul, It will lead you in at Heaven’s gate 
Why persecutest Built in Jerusalem’s wall. 

thou me?” 


We are told to abstain from fleshly desires that we may lose no time from 
the Work of the Lord. Every moment lost is a moment that cannot be 
redeemed; every pleasure that intermingles with the duty of our station is a 
folly unredeemable, & is planted like the seed of a wild flower among our 
wheat. All the tortures of repentance are tortures of self-reproach on account 
of our leaving the Divine Harvest to the Enemy: the struggles of intangle- 
ment with incoherent roots. I know of no other Christianity and of no other 
Gospel than the liberty both of body & mind to exercise the Divine Arts of 
Imagination, Imagination, the real & eternal World of which this Vegetable 
Universe is but a faint shadow, & in which we shall live in our Eternal or 
Imaginative Bodies when these Vegetable Mortal Bodies are no more. The 
Apostles knew of no other Gospel. What were all their spiritual gifts? What 
is the Divine Spirit? is the Holy Ghost any other than an Intellectual Foun- 
tain? What is the Harvest of the Gospel & its Labours? What is that Talent 
which is a curse to hide? What are the Treasures of Heaven which we are to 
lay up for ourselves, are they any other than Mental Studies & Perform- 
ances? What are all the Gifts of the Gospel, are they not all Mental Gifts? 
Is God a Spirit who must be worshipped in Spirit & in Truth, and are not 
the Gifts of the Spirit Every-thing to Man? O ye Religious, discountenance 
every one among you who shall pretend to despise Art & Science! I call 
upon you in the name of Jesus! What is the life of Man but Art & Science? 
is it Meat & Drink? is not the Body more than Raiment? What is Mortality 
but the things relating to the Body which Dies? What is Immortality but 
the things relating to the Spirit which Lives Eternally? What is the Joy of 
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Heaven but Improvement in the things of the Spirit? What are the Pains of 
Hell but Ignorance, Bodily Lust, Idleness & devastation of the things of the 
Spirit? Answer this to yourselves, & expel from among you those who 
pretend to despise the labours of Art & Science, which alone are the labours 
of the Gospel. Is not this plain & manifest to the thought? Can you think at 
all & not pronounce heartily That to Labour in Knowledge is to Build up 
Jerusalem, and to Despise Knowledge is to Despise Jerusalem & her Builders. 
And remember: He who despises & mocks a Mental Gift in another, calling 
it pride & selfishness & sin, mocks Jesus the giver of every Mental Gift, 
which always appear to the ignorance-loving Hypocrite as Sins; but that 
which is a Sin in the sight of cruel Man is not so in the sight of our kind God. 
Let every Christian, as much as in him lies, engage himself openly & 
publicly before all the World in some Mental pursuit for the Building up of 


Jerusalem. 


Some of the sentences surrounding the Laocoén carry further 
the idea that the pursuit of art leads to freedom of spirit and 
imagination. 


A Poet, a Painter, a Musician, an Architect: the Man Or Woman who is 
not one of these is not a Christian. 
You must leave Fathers & Mothers & Houses & Lands if they stand in 
the way of Art. 
Prayer is the Study of Art. 
Praise is the Practise of Art. 
. Fasting, &c., all relate to Art. 
The Outward Ceremony is Antichrist. 
* * * * 


Jesus & his Apostles & Disciples were all Artists. Their Works were 


destroy’d by the Seven Angels of the Seven Churches in Asia, Antichrist 
Science. 


Then Blake tells how he beheld a vision of the fiery wheel of 
religion, and was told that “Jesus died because he strove against 
the current of this wheel.’’ He was himself bidden to follow 
the example of Christ, the Man of Imagination, and not that 


of the Pharisees, who were led astray by the self-righteous 
spectre of reason. 


“Go therefore, cast out devils in Christ’s name, 
Heal thou the sick of spiritual disease, 

Pity the evil, for thou art not sent 

To smite with terror & with punishments 
Those that are sick, like to the Pharisees 
Crucifying & encompassing sea & land 
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For proselytes to tyranny & wrath; 

But to the Publicans & Harlots go, 

Teach them True Happiness, but let no curse 
Go forth out of thy mouth to blight their peace; 
For Hell is open’d to Heaven; thine eyes beheld 
The dungeons burst & the Prisoners set free.” 


Then follows an appeal to England to waken at the call of 
spiritual freedom. 

With the beginning of the fourth chapter things are at their 
worst. The “Sleeping Humanity” of Albion, the shadowy 
eighth, who cannot awaken till the seventh state, the recogni- 
tion of truth, has been passed through, is attacked, but Los 
protects the eternal individuality of Man. Jerusalem is in utter 
despair. 

Encompass’d by the frozen Net and by the rooted Tree 
I walk weeping in pangs of a Mother’s torment for her Children. 
I walk in affliction. Iam a worm and no living soul! 


A worm going to eternal torment, rais’d up in a night 
To an eternal night of pain, lost! lost! lost! for ever! 


Vala, Nature, also laments because she wrongly believes that 
the awakening of the Man will mean the death of Luvah, 
Passion, whose emanation she is: she does not understand that 
then the Zoas will live as the servants of man, and strife be- 
tween him and them will cease. False ideals hold in subjection 
the reasoner and the artist, threatening freedom and preventing 
the recognition of truth. On plate 81 these false ideals are 
represented by a group of female figures; one of them points 
to lines written in reversed writing: 


In Heaven the only Art of living 
Is Forgetting & Forgiving 
Especially to the Female. 


But if you on Earth Forgive 
You shall not find where to Live. 


Enitharmon, Inspiration, is again separated from Los, the Poet, 
and his efforts are, therefore, wasted. The Spectre, Reason, 
rejoices at the division, but his triumph is short-lived, for now 


Ss 
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the Antichrist appears; the covering cherub, who had once 
guarded the truth but had been mistaken for it, is known as 
false doctrine. Error is revealed, and can, therefore, be des- 


troyed. The poet, though still toiling in darkness, begins to 


perceive and proclaim the truth. 


It is easier to forgive an Enemy than to forgive a Friend. 
The man who permits you to injure him deserves your vengeance: 
He also will recieve it; go Spectre! obey my most secret desire 


Which thou knowest without my speaking. Go to these Fiends of Right- 


eousness, 
Tell them to obey their Humanities & not pretend Holiness 
When they are murderers, as far as my Hammer & Anvil permit. 
Go, tell them that the Worship of God is honouring his gifts 
In other men & loving the greatest men best, each according 
To his Genius which is the Holy Ghost in Man; there is no other 
God than that God who is the intellectual fountain of Humanity. 
He who envies or calumniates, which is murder & cruelty, 
Murders the Holy-one. Go, tell them this, & overthrow their cup, 
Their bread, their altar-table, their incense & their oath, 
Their marriage & their baptism, their burial & consecration. 
I have tried to make friends by corporal gifts but have only 
Made enemies. I never made friends but by spiritual gifts, 
By severe contentions of friendship & the burning fire of thought. 
He who would see the Divinity must see him in his Children, 
One first, in friendship & love, then a Divine Family, & in the midst 
Jesus will appear; so he who wishes to see a Vision, a perfect Whole, 
Must see it in its Minute Particulars, Organized & not as thou, 
O Fiend of Righteousness, pretendest; thine is a Disorganized 
And snowy cloud, brooder of tempests & destructive War. 
You smile with pomp & rigor, you talk of benevolence & virtue; 
I act with benevolence & Virtue & get murder’d time after time. 
You accumulate Particulars & murder by analyzing, that you 
May take the aggregate, & you call the aggregate Moral Law, 
And you call that swell’d & bloated Form a Minute Particular; 
But General Forms have their vitality in particulars & every 
Particular is a Man, a Divine Member of the Divine Jesus. 


Los dominates the Spectre, and confines reason to 
proper functions, declaring: 


“T care not whether a Man is Good or Evil; all that I care 

Is whether he is a Wise Man or a Fool. Go, put off Holiness 

And put on Intellect, or my thund’rous Hammer shall drive thee 
To wrath which thou condemnest, till thou obey my voice.” 


his 
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Enitharmon, Inspiration, fears that when the Man is no 
longer asleep in the world of generation her task will be over, 
but Los reassures her; their division will be at an end but she 
will not perish. The awakening of Albion is not a cause of 
terror. | 


“Fear not, my Sons, this Waking Death; he is become One with me. 
Behold him here! We shall not Die! we shall be united in Jesus. 

Will you suffer this Satan, this Body of Doubt that Seems but Is Not, 
To occupy the very threshold of Eternal Life? if Bacon, Newton, Locke 
Deny a Conscience in Man & the Communion of Saints & Angels, 
Contemning the Divine Vision & Fruition, Worshipping the Deus 

Of the Heathen, The God of This World, & the Goddess Nature, 
Mystery, Babylon the Great, The Druid Dragon & hidden Harlot, 

Is it not that Signal of the Morning which was told us in the Beginning?” 


Britannia, the emotional emanation of Albion, is the first to 
awake: her lament for her errors rouses him, and in anger he 
compels the three Zoas, Luvah, Urizen, and Tharmas, the 
Emotions, the Reason, and the Senses, to serve him and fulfil 
their true functions. But the fourth Zoa, Los, the Poet, is 
honoured above the rest. 


Urthona he beheld, mighty labouring at 
His Anvil, in the Great Spectre Los unwearied labouring & weeping. 
Therefore the Sons of Eden praise Urthona’s Spectre in songs, 
Because he kept the Divine Vision in time of trouble. 


Then Jesus himself appears to Albion in the similitude of Los, 
and tells him that his own death is necessary if the eternal man 
is to live. Albion is perplexed—‘‘Cannot Man exist without 
Mysterious Offering of Self for Another? is this Friendship & 
Brotherhood?” 


Jesus said: “Wouldest thou love one who never died 

For thee, or ever die for one who had not died for thee? 

And if God dieth not for Man & giveth not himself 

Eternally for Man, Man could not exist; for Man is Love 

And God is Love: every kindness to another is a little Death 
In the Divine Image, nor can Man exist but by Brotherhood.” . 


The covering cherub, the cloud of error, divides them. 
Albion forgets himself in terror at the danger for his Friend, 
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throwing himself into the Furnaces of affliction, and im- 
mediately: 


All was a Vision, all a Dream: the Furnaces became 

Fountains of Living Waters flowing from the Humanity Divine. 
And all the Cities of Albion rose from their Slumbers, and All 

The Sons & Daughters of Albion on soft clouds, waking from Sleep. 
Soon all around remote the Heavens burnt with flaming fires, 

And Urizen & Luvah & Tharmas & Urthona arose into 

Albion’s Bosom. Then Albion stood before Jesus in the Clouds 

Of Heaven, Fourfold among the Visions of God in Eternity. 


Then the eternal man wakens Spiritual Freedom: 


“Awake, Awake, Jerusalem! O lovely Emanation of Albion, 
Awake and overspread all Nations as in Ancient Time; 

For lo! the Night of Death is past and the Eternal Day 
Appears upon our Hills. Awake, Jerusalem, and come away!” 


He takes his bow, which appears as fourfold, a bow in the 
hands of each of the four Zoas, and Error is annihilated. Then 
the truth of both science and art is revealed. Bacon, Newton, 
and Locke are the companions in eternity of Milton, Shake- 
speare, and Chaucer. 

The end of Jerusalem is obscure. Though the old earth has 
passed away, the new heaven has its complement in a new 
earth. Blake, it would seem, conceives a golden age of regener- 
ation, an imaginative creation which involves no Fall. The Four 
Living Creatures are described as “going forward, forward 
irresistible from Eternity to Eternity.” 


And they conversed together in Visionary forms dramatic which bright 

Redounded from their Tongues in thunderous majesty, in Visions 

In new Expanses, creating exemplars of Memory and of Intellect, 

Creating Space, Creating Time, according to the wonders Divine 

Of Human Imagination throughout all the Three Regions immense 

Of Childhood, Manhood & Old Age; & the all tremendous unfathomable 
Non Ens 

Of Death was seen in regenerations terrific or complacent, varying 

According to the subject of discourse; & every Word & every Character 

Was Human according to the Expansion or Contraction, the Translucence or 

Opakeness of Nervous fibres: such was the variation of Time & Space 

Which vary according as the Organs of Perception vary; 
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Every man has become Fourfold, Human: even Nature her- 
self, “the Wondrous Serpent,” is “Humanized.” Nothing save 
error is destroyed, as Blake had declared earlier in the poem. 
“Every thing has as much right to Eternal Life as God, who is 
the Servant of Man.” 

The new order is hailed by a great cry from all the earth, 
from the men of all nations, and from those who had laboured 
to build the city of art in the shadowy world of generation: all 
things, united by the bond of spiritual freedom, enjoy their 
_ own individualities without let or restraint. 


- All Human Forms identified, even Tree, Metal, Earth & Stone: all 
Human Forms identified, living, giving forth & returning wearied 
Into the Planetary lives of Years, Months, Days & Hours; reposing, 
And then Awaking into his Bosom in the Life of Immortality. 


And I heard the Name of their Emanations: they are named Jerusalem. 


This imperfect account only aims at giving the gist of 
Jerusalem. To summarize the poem adequately within reason- 
able limits is impossible as the “minute particulars’ require, 
though they frequently resist, a detailed interpretation. The 
number of proper names, both of places and of persons, 
scriptural, mythological, and modern, used as symbols, causes 
much confusion. Instead of contenting himself with a few 
striking allusions and personifications Blake’s study of Biblical 
prophecy has resulted in an ugly and hybrid shorthand. For 
instance, the haunting effects of his trial are shown by the 
frequent references to Schofield and his comrade, and to the 
_ magistrates concerned, as typifying the accuser and the judge 
of sin. Any attempt to deal with this symbolism in a few lines 
would leave the reader in the same condition of mind as poor 
Southey. Those who attack the poem itself will be well advised 
to consult Mr. Foster Damon’s synopsis, and his commentary 
with its table of correspondences, but no one should venture 
on Jerusalem who is not familiar with the other symbolic books. 
The outline of the poem is indeterminate: there are fewer fine 
passages of verse than in Vala or Milton, and of these some 
of the best have been transferred from the former book. These 
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defects may be partly due to age, but it is also probable that 
Blake’s small audience had been interested in the form of the 
illuminated books rather than their purport, and he had, there- 
fore, failed to receive intelligent criticism and fruitful question- 
ing which would have revealed to himself the depths of his 
own obscurity, and made it worth while to strive for a clearer 
expression. of his ideas. He admitted in a conversation with 
Crabb Robinson on 18th February 1826 that during those last 
years, when he was producing some of his best and most 
famous work as engraver and draughtsman, he was writing 
only for his own spiritual relief and no longer even desired 
readers. 


He will not print any more. “I write,” he says, “when commanded by 
the spirits and the moment I have written I see the words fly abt the room 
in all directions. It is then published & the Spirits can read. My M.S.S. 
[are] of no further use. I have been tempted to burn my M.S.S. but my 
wife won’t let me.” “She is right,” said I. “You have written these, not 
from yourself but by a higher order. The M.S.S. are theirs, not your pro- 
perty. You cannot tell what purpose they may answer unforeseen to you.” 
He liked this & said he wd not destroy them. 


But Jerusalem shows no abatement of energy or enthusiasm. 
Blake is still as fearless and uncompromising in his refusal to 
accept conventional standards and ideals as when he wrote the 
Marriage of Heaven and Hell. No longer the politician of the 
French Revolution and America, he is still the unflinching cham- 
pion of freedom, of spiritual freedom which involves a more 
complete change of things as they are, or even as most re- 
formers wish them to be, than any political programme. It is 
noteworthy that Blake criticized Christ’s political activities in 
conversation with Crabb Robinson. “He was wrong in suffer- 
ing himself to be crucified. He should not have attacked the 
Govt. He had no business with such matters.” And again, 
“ “Christ,” said he, ‘took much after his mother [the law], and 
in that respect was one of the worst of men.’ On my requiring 
an explanation he said, “There was his turning the money- 
changers out of the Temple. He had no right to do that.’ Blake 
then declared against those who sat in judgment on others.” 


wt 
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Some of the finest designs in Blake’s illuminated books are 
to be found in Jerusalem, notably “Christ Crucified Adored by 
Albion,” which ranks among the most impressive and moving 
representations of the Crucifixion. The dead Christ is nailed 
to the Tree of Good and Evil, and below stands the solitary 
figure of Man, himself adopting the cruciform attitude which 
symbolizes the sacrifice of the selfhood. Among the most 
striking of the smaller designs are the serpent chariot drawn by 
the human-headed bulls, the swan woman, and the figure of 
Beulah enthroned on the sunflower of desire, which suggests 
Blake’s transcription of the Buddha seated on the lotus flower. 

Jerusalem is mentioned with inappropriate flippancy in the 
London Magazine for September 1820 under the heading of 
“Mr. Janus Weathercock’s Private Correspondence.” 

Talking of articles, my learned friend Dr. Tobias Ruddicombe, M.D. is, 
. at my earnest entreaty, casting a tremendous piece of ordnance, an eighty- 
eight pounder! which he proposeth to fire off in your next. It is an account of 
an ancient, newly discovered illuminated manuscript, which has to name 
Jerusalem the Emanation of the Giant Albion!!! It contains a good deal anent 
one “Los,” who, it appears, is now, and hath been from the Creation, the 
sole and four-fold dominator of the celebrated city of Golgonooza! The 
doctor assures me that the redemption of mankind hangs on the universal 


diffusion of the doctrines broached in this M.S. But, however, that isn’t the 
subject of this scrinium, scroll, or scrawl, or whatever you may call it. 


The proposed exposition of Jerusalem was probably un- 
acceptable to John Scott, then editor of the London, as no such 
article appeared. This is to be regretted since Blake’s own voice 
might have been audible through the “tricked and tinselled 
style” of the interpreter, as Lamb’s “light-hearted Janus,” 
Thomas Griffiths Wainewright, journalist, painter, and mur- 
derer, was a friend and admirer of Blake’s. He had purchased 
one of the most beautiful copies of the Songs of Innocence and 
of Experience, and although no other reference of his to Blake's 
work has been found, he was a supporter of imaginative art 
after his fashion. 

“We are now in the great room, reader,” he writes of the 
Royal Academy Exhibition of 1821, “where, if you have no 
objection, we will sit down behind this gay party, who seems 
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to be dealing about their remarks as freely as you and I do. 
‘Whose is that?’ ‘Fuseli’s.’—‘La! What a frightful thing! I hate 
his fancies of fairies and spirits and nonsense. One can’t under- 
stand them.’ (Speak for yourself, miss!) ‘It’s foolish to paint 
things which nobody ever saw, for how is one to know 
whether they’re right? Isn’t it, Mr. D—?’ ‘Ha, Ha! very good 
indeed—’pon my life, you’re very severe.’ ” 

Samuel Palmer gives a little picture of Blake at the Academy 
pointing out a painting of Wainewright’s illustrating Walton’s 
Angler as “very fine.” “While so many moments better worthy 
to remain are fled, the caprice of memory presents me with the 
image of Blake looking up at Wainewright’s picture; Blake in 
his plain black suit and rather broad-brimmed, but not quaker- 
ish hat, standing so quietly among all the dressed-up, rustling, 
swelling people, and myself thinking “How little you know 
who is among you!’ ” 

It was not till three years after Blake’s death that Waine- 
wright took the first step in the criminal career which led to 
his transportation to Australia, by insuring his sister-in-law’s 
life and poisoning her with strychnine after securing a will in 
his own favour. 


While Blake was engraving Jerusalem he was writing in the 
manuscript book notes for a poem which, if finished and 
revised, would have been as forcible an expression of his later 
doctrine as the Marriage of Heaven and Hell was of the earlier. 
The Everlasting Gospel is neither giant nor fairy: it embodies 
the mature wisdom of that converted angel who as devil be- 
came Blake’s particular friend. Unfortunately it exists only in 
overlapping fragments. Two supplementary passages with a 
prose preface were printed in full for the first time in Mr. 
Keynes’ edition of Blake’s Writings. This valuable addition, 
which has all the appearance of an exordium, makes it easier 
to conceive what the finished poem would have been. But the 
order in which the various fragments were to have been placed 
cannot be recovered. The metre is the octosyllable of 


“L’ Allegro,” but handled with the freedom which Blake had 


: 
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practised from his earliest youth. The effect is therefore very 
like that of Christabel, Blake’s lines being somewhat more 
regular but considerably rougher in texture. 

In the introduction, which is as lucid as Jerusalem is obscure, 
Blake states his thesis: the moral virtues were an old story; 
Jesus came to announce one Gospel only, forgiveness of sins, 
thus bringing to light Life and Immortality, because only 
through forgiveness can man realize his eternal nature; venge- 
ance is the betrayal of this nature, the “Murder of the Divine 
Image.” 

The Accuser, Holy God of All 
This Pharisaic Worldly Ball, 


identified with Lucifer, demands the Crucifixion of Jesus 
because forgiveness of sins is destructive of his daughters, the 
moral virtues, who owe their birth to accusations of sin. Blake 
is obviously trying to express himself in simple and popular 
language. For instance, he has deleted 


“Jerusalem” he said to me 
and has substituted 


It was when Jesus said to Me, 
. “Thy Sins are all forgiven thee,” 


and the “Mysterious Tree’ is clearly defined as that “Of Good 
& Evil & Misery And Death & Hell... .” The fragment 
lettered a is the original opening of the poem as it stands in the 
Rossetti MS. It has been suggested on the strength of the “great 
hook nose” that Stothard is the person addressed, but it is more 
probable that Blake simply chose a type unlike himself to 
represent those whose interpretation of the Bible differs widely 
from his own. A note in the MS. book gives comic expression 
to his habit of regarding Christ as an ideal self. “I always 
thought that Jesus Christ was a Snubby or I should not have 
worship’d him, if I had thought he had been one of those 
long spindle nosed rascals.” The rest of the fragments elaborate 
the reply of the Devil in the last “Memorable Fancy”’ to the 
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Angel who asked whether Christ had not approved the 
decalogue: 


. . . now hear how he has given his sanction to the law of ten command- 
ments: did he not mock at the sabbath, and so mock the sabbath’s God? 
murder those who were murder’d because of him? turn away the law from 
the woman taken in adultery? steal the labor of others to support him? bear 
false witness when he omitted to make a defence before Pilate? covet when 
he pray’d for his disciples, and when he bid them shake off the dust of their 
feet against such as refused to lodge them? I tell you, no virtue can exist 
without breaking these ten commandments. Jesus was all virtue, and acted 
from impulse, not from rules. 


The fragments b, c, and d are different treatments of the 
same theme, Jesus’ lack of gentleness or humility as shown by 
the events of his life; d, the latest version, is the longest and 
fullest. Above it is written the title, The Everlasting Gospel. The 
lines 3 

Thou art a Man, God is no more, 

Thy own humanity learn to adore, 

For that is my Spirit of Life, 
may be compared with Blake’s reply when Crabb Robinson 
asked his view concerning the divinity of Jesus. “He said—He 
is the only God—But then he added—‘And so am I & so are 
you.’ 9 

Fragment e describes the episode of the woman taken in 
adultery, who is identified with Mary Magdalene. Here Blake, 
through the mouth of Christ, makes his fiercest attack on the 
God of the Old Testament. 


Thou art Good, & thou Alone; 
Nor may the sinner cast one stone. 
To be Good only, is to be 

A God or else a Pharisee. 


But the day of God, the Creator and lawgiver, is over. | 


Tho’ thou wast so pure & bright 
That Heaven was Impure in thy Sight, 
Tho’ thy Oath turn’d Heaven Pale, 
Tho’ thy Covenant built Hell’s Jail, 
Tho’ thou didst all to Chaos roll 
With the Serpent for its soul, 

Still the breath Divine does move 
And the breath Divine is Love. 
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The dialogue between Jesus and Mary which follows is the 
finest passage in the poem. 


“Mary, Fear Not! Let me see 

The Seven Devils that torment thee: 
Hide not from my Sight thy Sin, 
That forgiveness thou maist win. 
Has no Man condemned thee?” 

_ “No Man, Lord:” “then what is he 
Who shall Accuse thee? Come ye forth, 
Fallen fiends of Heav’nly birth 
That have forgot your Ancient love 
And driven away my trembling Dove. 
You shall bow before her feet; 

You shall lick the dust for Meat; 
And tho’ you cannot Love, but Hate, 
Shall be beggars at Love’s Gate. 
What was thy love? Let me see it; 
Was it love or dark deceit?” 

“Love too long from Me has fled; 
Twas dark deceit, to Earn my bread; 
’Twas Covet, or ’twas Custom, or 
Some trifle not worth caring for; 
That they may call a shame & Sin 
Love’s temple that God dwelleth in, 
And hide in secret hidden shrine 

The Naked Human form divine, 
And render that a Lawless thing 

On which the Soul Expands its wing. 
But this, O Lord, this was my Sin 
When first I let these devils in 

In dark pretence to Chastity: 
Blaspheming Love, blaspheming thee. 
Thence Rose Secret Adulteries, I 
And thence did Covet also rise. 

My sin thou hast forgiven me, 

Canst thou forgive my Blasphemy? 
Canst thou return to this dark Hell, 
And in my burning bosom dwell? 
And canst thou die that I may live? 
And canst thou Pity & forgive?” 


In the fragment lettered i Blake questions the doctrine of the 
Virgin birth, but his treatment of the subject is less sympathetic 
and original than in Jerusalem, and he does not here associate 
the birth of Jesus with forgiveness of sin. But as he implies that 
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the birth of Jesus was not mene) so, too, he denies that 
Jesus shared the’cold inhuman purity of God, the Creator. 


Or what was it which he took on 

That he might bring Salvation? 

A Body subject to be Tempted, 

From neither pain nor grief Exempted? 
Or such a body as might not feel 

The passions that with Sinners deal? 
Yes, but they say he never fell. 

Ask Caiaphas; for he can tell. 


Then follows a summary of Christ’s offences against the 
decalogue and social conventions. This is the last fragment and 
it is vain to conjecture how Blake would have ended the poem. 

He turned, it would seem, from the unfinished Everlasting 
Gospel to his old picture book, For Children: The Gates of Para- 
dise. But his concern is now no longer with the innocent, the 
instinctively pure; and accordingly he engraved another title- 
page, For the Sexes: The Gates of Paradise. He also wrote a 
Prologue, verses explaining the emblems, which he called 
“The Keys of the Gates,” and an Epilogue, and made some 
additions to the legends below the emblems. 

The first lines of the Prologue:— 


Mutual Forgiveness of each Vice, 
Such are the Gates of Paradise — 


are an echo of lines in the second set of supplementary verses 
to The Everlasting Gospel: 


The Christian trumpets loud proclaim 
Thro’ all the World in Jesus’ name 
Mutual forgiveness of each Vice, 

And oped the Gates of Paradise. 


Why, Blake asks, when Jehovah himself repented writing the 
decalogue and hid it beneath his Mercy Seat, have Christians 
exalted it? Then follow the sixteen emblems. The couplet 
engraved between ““The Keys” and “Of the Gates’ refers to 
the frontispiece and is a slightly different version of two lines 
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in the ““Auguries of Innocence.” The rest of these verses explain 
the emblems in turn, the number in the margin showing to 
which the lines refer. The symbolism will be clear to readers of 
the preceding pages on Jerusalem and The Everlasting Gospel. 

The Epilogue is addressed to “The Accuser,” who does not 
distinguish the individual from the state, the Antichrist and 
God of this World. 


The Son of Morn in weary Night’s decline, 
The Lost Traveller’s Dream under the Hill. 
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CHAPTER VIII 


FRIENDS AND OBSERVERS 


The Man who never in his Mind & Thoughts travel’d to Heaven 
Is No Artist. 


ip 1818 Blake formed the first of those friendships with men 
much younger than himself who were to gather round him 
during the last years of his life. John Linnell describes their 
meeting in his autobiographical notes. 


At Rathbone Place, 1818 . . . here I first became acquainted with William 
Blake, to whom I paid a visit in company with the younger Mr. Cumber- 
land. Blake lived then in South Molton Street, Oxford Street, second floor. 
We soon became intimate, and I employed him to help me with an en- 
graving of my portrait of Mr. Upton, a Baptist preacher, which he was glad 
to do, having scarcely enough employment to live by at the prices he could 
obtain; everything in Art was at a low ebb then. 


John Linnell, then aged twenty-six and already a successful 
artist, was friend rather than disciple as his work shows no 
direct traces of Blake’s influence. He is now best known as a 
landscape painter, but in early manhood he supported his 
family mainly by painting portraits. During Blake’s lifetime 
Linnell was a member of the Baptist community; later he 
contemplated for a time becoming a member of the Society 
of Friends, and was a Plymouth Brother for a few years, but 
finally he severed his connection with all religious bodies, 
though he maintained to the last his own evangelical fervour. 
A precocious boy, he had been a pupil of John Varley’s when 
he was twelve years old, and it was probably early in 1819 that 
he introduced Blake to his former master. 

Varley, Blake’s junior by twenty years, was a well-known 
teacher: he was one of the founders of the Society of Painters 
in Water Colours, and his best work ranks high among the 
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water-colour landscapes of the period. He was a big, unwieldy 
man, fond of boxing, like his brother-in-law Mulready, so 
extravagant and happy-go-lucky that though he made a large 
income he was constantly in money difficulties and died in 
poverty. His spirits were irrepressible, he was three times burnt 
out of house and home; he had also a fatal attraction for furious 
bulls, and his son was mentally defective, but each of these 
troubles in turn seemed to him a crowning mercy. “All these 
troubles are necessary to me. If it were not for my troubles I 
should burst with joy!” Varley had a passion for the dubious 
sciences. He was a palmist and an astrologer, and had the 
remarkable luck of predicting truly his own misfortunes and 
those of his friends. He arrived at his results by means of 
mathematical calculations; Blake’s attraction for him was the 
possession of the visionary faculty which he himself lacked. 
Blake had tried to protest publicly against the ill-treatment of 
an astrologer; he would doubtless have done the same for the 
most rationalistic disciple of Newton and Locke, but he seems 
to have had little respect for astrology with its values of worldly 
weal. “Your fortunate nativity,” he would say, “I count the 
worst. You reckon to be born in August, and have the notice 
and patronage of Kings to be the best of all; whereas, the lives 
of the Apostles and martyrs, of whom it is said the world was 
not worthy, would be counted by you as the worst, and their 
nativities those of men born to be hanged.” 

Most of Blake’s famous visionary heads were drawn at night 
in the company of Varley and Linnell. Cunningham’s account 
may be quoted as the first and freshest, with the warning that 
though he applied to Linnell for assistance in his memoir, he 
appears to have relied more on Varley’s information, and that 


_ probably lost nothing in the telling. 


To describe the conversations which Blake held in prose with demons and 
in verse with angels, would fill volumes, and an ordinary gallery could not 
contain all the heads which he drew of his visionary visitants. That all this 
was real, he himself most sincerely believed; nay, so infectious was his 
enthusiasm, that some acute and sensible persons who heard him expatiate, 
shook their heads, and hinted that he was an extraordinary man, and that 
there might be something in the matter. One of his brethren, an artist of 
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some note, employed him frequently in drawing the portraits of those who 
appeared to him in visions. The most propitious time for those “angel- 
visits” was from nine at night till five in the morning; and so docile were 
his spiritual sitters, that they appeared at the wish of his friends. Sometimes, 
however, the shape which he desired to draw was long in appearing, and 
he sat with his pencil and paper ready and his eyes idly roaming in vacancy; 
all at once the vision came upon him, and he began to work like one, 
possest. 


He was requested to draw the likeness of William Wallace—the eye of 
Blake sparkled, for he admired heroes. “William Wallace!”’ he exclaimed, 
“I see him now, there, there, how noble he looks—reach me my things!” 
Having drawn for some time, with the same care of hand and steadiness of 
eye, as if a living sitter had been before him, Blake stopped suddenly and 
said, “I cannot-finish him—Edward the First has stept in between him and 
me.” “That’s lucky,” said his friend, “for I want the, portrait of Edward 
too.” Blake took another sheet of paper, and sketched the features of 
Plantagenet; upon which his Majesty politely vanished, and the artist 
finished the head of Wallace. “‘And pray, sir,” said a gentleman, who heard 
Blake’s friend tell his story—“was Sir William Wallace an heroic-looking 
man? And what sort of personage was Edward?” The answer was, “There 
they are, sir, both framed and hanging on the wall behind you, judge for 
yourself.” “I looked (says my informant) and saw two warlike heads of the 
size of common life. That of Wallace was noble, and heroic, that of Edward 
stern and bloody. The first had the front of a god, the latter the aspect of 
a demon.” 

The friend who obliged me with these anecdotes, on observing the 
interest which I took in the subject, said, “I know much about Blake—I was 
his companion for nine years. I have sat beside him from ten at night till 
three in the morning, sometimes slumbering and sometimes waking, but 
Blake never slept; he sat with a pencil and paper drawing portraits of those 
whom I most desired to see. I will show you, sir, some of these works.” He 
took out a large book filled with drawings, opened it, and continued, 
“Observe the poetic fervour of that face—it is Pindar as he stood a con- 
queror in the Olympic games. And this lovely creature is Corinna, who 
conquered in poetry in the same place. That Lady is Lais, the courtesan— 
with the impudence which is part of her profession, she stept in between 
Blake and Corinna, and he was obliged to paint her'to get her away. There! 
that is a face of a different stamp—can you conjecture who he is?” “Some 
scoundrel, I should think, sir.” “There now—that is a strong proof of the 
accuracy of Blake—he is a scoundrel indeed! The very individual task- 
master whom Moses slew in Egypt. And who is this now—only imagine 
who this is?” “Other than a good.one, I doubt, sir.” “You are right, it is 
the Devil—he resembles, and this is remarkable, two men who shall be 
nameless: one is a great lawyer, and the other—I wish I durst name him— 
is a suborner of false witnesses. This other head now?—this speaks for itself 
the head of Herod; how like an eminent officer in the army!” 


He closed the book, and taking out a small panel from a private drawer, 
T 
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said, “This is the last which I shall show you; but it is the greatest curiosity 
of all. Only look at the splendour of the colouring and the original character 
of the thing!” “I see,” said I, “a naked figure with a strong body and a 
short neck—with burning eyes which long for moisture, and a face worthy 
of a murderer, holding a bloody cup in its clawed hands, out of which it 
seems eager to drink. I never saw any shape so strange, nor did I ever see any 
colouring so curiously splendid—a kind of glistening green and dusky gold, 
beautifully varnished. But what in the world is it?” “It is a ghost, sir— 
the ghost of a flea—a spiritualisation of the thing!” “He saw this in a vision 
then,” I said. “I'll tell you all about it, sir. I called on him one evening, and 
found Blake more than usually excited. He told me he had seen a wonderful 
thing—the ghost ofa flea! ‘And did you make a drawing of him?’ I inquired. 
‘No, indeed,’ said he, ‘I wish I had, but I shall, if he appears again!’ He 
looked earnestly into a corner of the room, and then said, ‘here he is—reach 
me my things—I shall keep my eye on him. There he comes! his eager 
tongue whisking out of his mouth, a cup in his hand to hold blood and 
covered with a scaly skin of gold and green;—as he described him so he 
drew him.” 


These stories are scarcely credible, yet there can be no doubt of their 
accuracy. Another friend, on whose veracity, I have the fullest dependence, 
called one evening on Blake, and found him sitting with a pencil and a panel, 
drawing a portrait with all the seeming anxiety of a man who is conscious 
that he has got a fastidious sitter; he looked and drew, and drew and looked, 
yet no living soul was visible. “Disturb me not,” said he, in a whisper, “I 
have one sitting to me.” “Sitting to you!” exclaimed his astonished visitor, 
“where is he, and what is he?—I see no one.” “But I see him, sir,” answered 
Blake haughtily, “there he is, his name is Lot—you may read of him in the 
Scripture. He is sitting for his portrait.” 


Varley’s own description of the ghost of a flea from his 
Zodiacal Physiognomy is given in Appendix V, together with 
Blake’s Horoscope and Nativity. Gilchrist’s account is more 
temperate, and he refers to various visionary heads not 
mentioned by Cunningham. A head of Solomon is particularly 
striking: it is as direct and definite in psychological conception 
as the portrait of a living sitter. 

A note in one edition of The Scottish Chiefs, by Jane Porter, — 
herself a lioness and swift in the pursuit of lions, affords a 
curious proof of the obscurity in which Blake lived. Her 
brother, Robert Ker Porter, was a member of the “Brothers,” 
a society of young painters founded by Francia and Girtin, and 
she herself was often present at their meetings, and among her 
intimate friends was Sir Benjamin West. 
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The preceding note having been appended to the first edition of this work, 
at the same time of its answering date; an extraordinary circumstance which 
occurred a few years afterwards, regarding certain portraitures of Sir 
William Wallace and Robert Bruce, the author of these pages is tempted to 
repeat now, as being a something strange and romantic story. The original 
relater of it was Mr. Blake, a young painter of remarkable talents; but which 
were at times, carried away into wild fancies; a mirage of waking dreams, 
which he gravely asserted, on describing them, were real visions from 
the departed world. Soon after the publication of the “Scottish Chiefs,” his 
ardent nature had deeply interested him in their fate; but most particularly 
in that of Wallace; of whose unjust doom he was often in the habit of 
speaking to a friend of the author of the book, and with a force of language, 
and indignation at the fact, as if the noble victim’s death had been only 
an event of yesterday. 

In one of my friend’s calls on the young painter, he found him in an 
almost breathless ecstasy, which he explained to him, by telling him that he 
had just achieved two sketches—one of Sir William Wallace, the other of his 
enemy, Edward the First! Both chiefs having actually appeared to him 
successively and had successively stood, at his earnest request, to allow him 
to make a hasty sketch of their forms. 

While he related this, he placed a small canvas, of the common portrait 
size, on his easel, before my friend; on which was drawn, in a bold and 
admirable manner, the head of a young warrior in the prime of his days: 
as Wallace is described to have been, even at the time in which he was cut 
off. [Here follows a long description of the portrait. | 

While my friend was contemplating this extraordinary portrait, its 
enraptured artist had described its origin, in this wise:—‘‘He was sitting, 
meditating, as he had often done, on the heroic actions and hard fate of the 
Scottish hero, when, like a flash of lightning, a noble form stood before him; 
which he instantly knew, by a something within himself, to be Sir William 
Wallace. He felt it was a spiritual appearance; which might vanish away as 
instantly as it came; and, transported at the sight, he besought the hero to 
remain a few moments till he might sketch him. The warrior Scot, in this 
vision, seemed as true to his historical mental picture, as his noble shade was 
to the manly bearing of his recorded person; for, with his accustomed 
courtesy, he smiled on the young painter; and the sketch was outlined, with 
a tint or two besides. But, while eagerly proceeding, the artist bent his head 
once too often, to replenish his pencil, and turning again to pursue the noble 
contour, the spirit of the ‘stalworth knight’ had withdrawn from mortal 
ken. But (Blake proceeded to say), it had not left a vacancy! Edward the 
First stood in its place; armed from head to foot, in a close and superb suit 
of mail; but with the visor of his helmet open!” 

The artist, it appears, had as little difficulty in recognizing the royal hero 
as when, his heart, as well as his eyes bowing before the august figure just 
departed, told him it was the Caledonian patriot he beheld. His English 
loyalty, however, made him rise before the royal apparition. Nevertheless, 
he saluted the monarch with the same earnest privilege of enthusiastic genius 
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- which had dictated his request to the Scottish chief; and he asked the stern- 
looking, but majestic warrior-king of England, to allow him to make a 
corresponding sketch. This too, was accorded. And he had arrived at about 
the same point, as in the former portrait, when the British hero also dis- 
appeared;—and Blake was left—not so disappointed at not having accom- 
plished all he wished, as enraptured at having been permitted to behold two 
such extraordinary characters; and to have thus far, identified their personal 
presence to himself; and to the world, to all posterity! For such was his own 
conviction. The vast expense of life’s energies, wrought in this young man 
by the over-active exercise of his talents and the burning enthusiasm, which 
almost ever over-stimulated their action, swiftly consumed his constitution 
and not very long after the painting of these two visionary portraits, he died 
of a rapid decline—my friend purchased them both; and subsequently 
showed them to me, recounting the little history, I have just repeated. 


It will be observed that Miss Porter’s account and Cunning- 
ham’s differ in various particulars: the one is exploiting Varley 
for journalistic purposes, the other instinctively enhances the 
romance of the situation. But the most striking feature of Miss 
Porter’s note is her description of Blake’s early death; this is 
obviously her own characteristic contribution, but it proves 
that Blake’s name and reputation were entirely unknown to 
her, although she was familiar with a number of artists. 

In Linnell’s amusing sketch of Blake and Varley arguing 
Blake seems almost a votary of Urizen beside the eager, 
credulous Varley, and Linnell himself remarks that “Varley 
believed in the reality of Blake’s visions more than even Blake 
himself.” Varley, it would seem, believed that Blake actually 
summoned the spirits of the dead to sit for their portraits in a 
bodily form invisible to others, and this in spite of Blake’s own 
explanations. Linnell says: 


Even to John Varley, to whom I had introduced Blake, and who readily 
devoured all the marvellous in Blake’s most extravagant utterances—even to 
Varley Blake would occasionally explain, unasked, how he believed that 
both Varley and I could see the same visions as he saw—making it evident to 
me that Blake claimed the possession of some powers, only in a greater 
degree than all men possessed, and which they undervalued in themselves, 
and lost through love of sordid pursuits, pride, vanity, and the unrighteous 
Mammon. 


Blake, it may be inferred, did not, like Varley, regard himself 
as a spiritualistic medium in the ordinary sense. He believed 
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that he, and others who chose to cultivate the power, could 
have visionary intercourse with the spirit of the dead, because 
he believed in the timeless union of all things in the Divine 
Mind, and hence that the living could command the world 
memory to a greater or less extent. He visualized and drew 
these heads just as many people can visualize and draw a 
well-known face or landscape. It has already been suggested 
that this power, which was most active at night, was con- 
nected with the ordinary phenomenon of hypnagogic images 
which are very rarely under the voluntary control of the 
subject. 

Linnell does not record his own opinion of the visionary 
heads: it is possible that he was more interested in Blake’s 
power of visualizing his conceptions for practical purposes than 
in the likeness of the portraits to their originals. Be this as it 
may, he evidently thought the drawings executed under these 
conditions of considerable interest, as he bought those of the 
flea and thirty-six others from Blake, and also painted some 
of them in oil for Varley from Blake’s drawings. 

He was so strongly attracted to Blake that, although in later 
years disposed to accentuate his heterodoxy, he made a genuine 
effort to fathom his darkest sayings: 


I soon encountered Blake’s peculiarities, and was sometimes taken aback 
by the boldness of some of his assertions. I never saw anything the least like 
madness. I never opposed him spitefully, as many did. But being really 
anxious to fathom, if possible, the amount of truth that there might be in his 
most startling assertions, I generally met with a sufficiently rational explana- 
tion in the most really friendly and conciliatory tone. 


Linnell’s attitude toward Blake was from first to last that of 
a sensible and affectionate son. They were good companions, 
and enjoyed going together to theatres and to see paintings and 
prints. Linnell introduced Blake to his friends, and put him in 
the way of obtaining work, although it was not till later that 
he realized how poor Blake was. The illuminated books were 
still a source of income, and his wider acquaintance probably 
made it possible to dispose of a few more of these, but the 
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expense of materials prevented his keeping a store of them in 
hand for casual disposal. A letter of June 1818 to Dawson 
Turner of Great Yarmouth, botanist, antiquary, and patron of 
art, shows that he considered them “unprofitable enough to 
me, tho’ Expensive to the Buyer.” After giving a list of books 
and prints he says: 


The few I have Printed & Sold are sufficient to have gained me great 
reputation as an Artist, which was the chief thing Intended. But I have never 
been able to produce a Sufficient number for a general Sale by means of a 
regular Publisher. It is therefore necessary to me that any Person wishing 
to have any or all of these should send me their Order to Print them on the 
above terms, & I will take care that they shall be done at least as well as any 
I have yet Produced. 


A comparison of this list with that of Blake’s Prospectus of 
1793 shows a considerable rise in the prices: that of America has 
increased from tos. 6d. to 5 guineas, The Book of Thel from 3s. 
to 2 guineas, both the Songs of Innocence and The Songs of 
Experience from ss. to 3 guineas. The list in a letter to George 
Cumberland nine years later shows a further increase of a 
guinea or two guineas in most cases. 

In 1820 he engraved a portrait of Mrs. Quentin, one of the 
Regent’s mistresses, after Huet Villiers. About the same time 
he executed a series of twenty-one water-colour drawings 
illustrating the Book of Job for his old patron, Thomas Butts. 
These were afterwards engraved at Linnell’s instance. The print 
of the Laocoén surrounded by mystical sentences was engraved 
about 1820. Only one copy of this is known, and it can scarcely 
have been a remunerative publication. 

The annotations to Berkeley’s Siris and the one page leaflet 
On Homer's Poetry and On Virgil were written about the same 
time. Only six copies of the latter are known. They are printed 
in black and uncoloured: to the left of the second heading is a 
small drawing of Homer playing a harp, while a group of four 
figures listens. The substance of all these utterances is the same 
and may be summed up in the last notes on the Siris. “Man is All 
Imagination. God is Man & exists in us & we in him.” “What 
Jesus came to Remove was the Heathen or Platonic Philo- 


. 
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sophy, which blinds the Eye of Imagination, The Real Man.” 

Through Linnell or otherwise Blake had become acquainted 
with Lady Caroline Lamb, and there is a glimpse of him at one 
of her parties in Lady Charlotte Bury’s Diary for 20th January 
1820: 


I dined at Lady C. L—’s. She had collected a strange party of artists and 
literati and one or two fine folks, who were very ill assorted with the rest 
of the company, and appeared neither to give nor receive pleasure from the 
society among whom they mingled. Sr. T. Lawrence, next whom I sat at 
dinner, is as courtly as ever. His conversation is agreeable, but I never feel 
as if he was saying what he really thought. . . . 

Besides Sir T., there was also present of this profession Mrs. M., the minia~ 
ture painter, a modest, pleasing person; like the pictures she executes, soft 
and sweet. Then there was another eccentric little artist, by name Blake; 
not a regular professional painter, but one of those persons who follow the 
art for its own sweet sake, and derive their happiness from its pursuit. He 
appeared to me to be full of beautiful imaginations and genius; but how far 
the execution of his designs is equal to the conceptions of his mental vision, 
I know not, never having seen them. Main-d’euvre is frequently wanting 
where the mind is most powerful. Mr. Blake appears unlearned in all that 
concerns this world, and, from what he said, I should fear he is one of those 
whose feelings are far superior to his situation in life. He looks care-worn 
and subdued; but his countenance radiated as he spoke of his favourite 
pursuit, and he appeared gratified by talking to a person who.comprehended 
his feelings. I can easily imagine that he seldom meets with any one who 
enters into his views; for they are peculiar, and exalted above the common 
level of received opinions. I could not help contrasting this humble artist 
with the great and powerful Sir Thomas Lawrence, and thinking that the 
one was fully if not more worthy of the distinction and fame to which the 
other has attained, but from which he is far removed. Mr. Blake, however, 
though he may have as much right, from talent and merit, to the advantages 
of which Sir Thomas is possessed, evidently lacks that worldly wisdom and 
that grace of manner which make a man sure of eminence in his profession, 
and succeed in society. Every word he uttered spoke the perfect simplicity 
of his mind, and his total ignorance of all worldly matters. He told me that 
Lady C. L. had been very kind to him. “Ah!” said he, “there is a deal of 
kindness in that lady.” I agreed with him, and though it was impossible not 
to laugh at the strange manner in which she had arranged this party, I could 
not help admiring the goodness of heart and discrimination of talent which 
had made her patronise this unknown artist. Sir T. Lawrence looked at me 
several times whilst I was talking with Mr. B., and I saw his lips curl with 
_ a sneer, as if he despised me for conversing with so insignificant a person. 
It was very evident Sir Thomas did not like the company he found himself 
in, though he was too well-bred and too prudent to hazard a remark upon 
the subject. 
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Sir Thomas, after his dinner-table courtesies, may have 
resented Lady Charlotte’s obvious preference for the society of 
a shabby old man whom he probably did not know by sight, 
but when introduced to Blake about two years later by Linnell 
he proved his admiration by buying a copy of the Songs of 
Innocence and of Experience and two drawings, “Queen Cath- 
erine’s Dream” and “The Wise and Foolish Virgins,” at fifteen 
guineas apiece. Gilchrist’s irresponsible saying that Lawrence 
considered it “almost giving the money” is falsified by a note 
in a friend’s diary to the effect that the latter “was Sir Thomas’ 
favourite drawing,” and that “he commonly kept it on his 
table in his studio, as a study.” This was a genuine tribute from 
the possessor of a famous collection of drawings by old 
masters. 

In 1820 Blake began his illustrations for Dr. Thornton’s 
edition of Virgil’s Pastorals, adapted for use in schools. Thorn- 
ton was a well-known physician and botanist. Linnell probably 
suggested the commission as Thornton was his family doctor. 
The edition has 230 illustrations from various hands. Blake’s 
contributions are six engravings from his own drawings of 
the busts of Theocritus, Virgil, Augustus, Agrippa, Julius 
Caesar, and Epicurus, a woodcut of a drawing after Poussin, 
and twenty woodcuts from his own designs, only seventeen 
of which were executed by himself. The latter, the only wood- 
cuts he is known to have attempted, narrowly escaped the fate 
of his designs for Blair’s Grave. The publishers, according to 
Gilchrist, were for rejecting the seventeen, and having them 
re-cut by another hand. Dr. Thornton was luckily reassured as 
to their merit by a party of artists, among whom were Law- 
rence, James Ward, and Linnell, but thought it necessary to add 
a propitiatory note which recalls Blake’s first introduction to 
the public by the Rev. Henry Mathew. 

The illustrations of this English Pastoral are by the famous Blake, the 
illustrator of Young’s Night Thoughts, and Blair’s Grave; who designed and 


engraved them himself. This is mentioned as they display less of art than of 
genius, and are much admired by some eminent painters. 


- The thwarted publishers avenged themselves by allowing 


ac alesis 
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some of the blocks to be worked over, and also by cutting | 
down. sixteen of Blake’s seventeen blocks in order to fit their 
pages. Much of the beauty and spaciousness of the original 
designs, of which proofs remain in eight instances, is lost in the 
mutilated prints. So carefully had Blake planned his designs for 
the effect he wished to produce that his original drawings 
are considered by some critics inferior to the woodcuts, 
whatever these may lack in technical efficiency. The influence 
of these woodcuts on the group of young painters who 
nicknamed themselves the “Ancients” is discussed in a later 
chapter. 

In 1821 Blake’s landlord in South Molton Street retired, and 
the Blakes removed to 3 Fountain Court, Strand, where they 
rented the first floor of a house occupied by Mr. Baines, Mrs. 
Blake’s brother-in-law. During the first months in his new 
home Blake seems to have had serious financial difficulties as 
he sold his entire collection of prints to Messrs. Colnaghi. 
Linnell, on realizing his position, made representations to 
Lawrence, Collins, and some other Royal Academicians, who 
induced the Council to vote in 1822 a donation of £25, which 
was transmitted to Blake by Linnell. 

Blake issued, in 1822, a dramatic poem, 


' THE GHOST OF ABEL 


A REVELATION IN THE VISIONS OF JEHOVAH SEEN BY 
WILLIAM BLAKE. 


This was the last time he made use of his invention of relief- 
etching, and after the date in the colophon are the words 
“Blake’s Original Stereotype was 1788.” Four copies only are 
known, printed in black and uncoloured. The dedication offers 
his solution of the Mystery to the author of Cain, still wandering 
in the wilderness of error. Adam refuses to hear the voice of 
Jehovah, and immediately the Ghost of Abel, like those in 
Vala who were murdered before the Last Judgment has been 
passed and error cast out, calls for vengeance, but Eve knows 
intuitively that it is not the real Abel. For Adam: 
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“Tt is all a Vain delusion of the all creative Imagination. 

Eve, come away, & let us not believe these vain delusions. 

Abel is dead, & Cain slew him. We shall also Die a Death, 

And then, what then? be, as poor Abel, a Thought, or as 

This! O, what shall I call thee, Form Divine, Father of Mercies, 
That appearest to my Spiritual Vision? Eve, seest thou also?” 


Eve’s reply is Blake’s own: it is also a clear explanation of the 
nature of his visions, and of his faith in them as the highest 
expression of his spiritual imagination. 

“T see him plainly with my Mind’s Eye. I see also Abel living, 
Tho’ terribly afflicted, as We also are, yet Jehovah sees him 


Alive & Dead; were it not better to believe Vision 
With all our might & strength, tho’ we are fallen & lost?” 


When the Ghost of Abel defies God and sinks into the grave 
still demanding blood for blood, Satan, the Accuser, is re- 
vealed, and claims the great vengeance, the sacrifice of God on 
Calvary. But Jehovah condemns him to “Eternal Death [In 
Self Annihilation, even till Satan, Self-subdu’d, Put off Satan. 
... Satan, it should be noted, is not here conceived as error 
only, but as the Accuser who can be redeemed when he will 
listen to the Everlasting Gospel, and cast out his error. The 
chorus of Angels hails the acceptance by the Heathen Gods, 
the Avengers, of Jehovah’s Covenant of the Forgiveness of 
Sins. God is named Jehovah in this poem because he is not yet 
known in time as Jesus. 


A commission from Linnell in 1821 led to Blake’s greatest 
achievement as an engraver and his most widely known work 
as an artist. He had borrowed from Mr. Butts the series of 
water-colour drawings illustrating the Book of Job, hoping to 
obtain orders for replicas. Linnell alone responded, and in 
September himself traced the outlines from Butts’ drawings, 
which Blake completed with some variations from the 
originals. As no further orders were forthcoming Linnell 
suggested that Blake should produce a book of engravings 
from these designs as a more saleable alternative, and offered 
to bear the risk of the undertaking. Blake therefore made a set 
of reduced pencil sketches, and began to engrave the plates in 
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1823. The terms of the agreement between himself and Linnell 
were as follows: 


March 25, 1823—Mem. of agreement between W.B. and J.L. W.B. to 
engrave the set of plates from his designs to “Job,” in number 20, for J.-L. 
J-L. to pay W.B. £5. per plate, part before, and the remainder when the 
plates are finished. Also, J.L. to pay Mr. B. £100 out of the profits of the 
work as the receipts will admit of it. J-L. to find copperplates. 

W.B., JL. 


The book was published in March 1826, and although no 
profits resulted, Linnell paid Blake an additional sum of £50 
by instalments between March 1823 and October 1825. A 
receipt for the total of £150, dated 14th July 1826, sets forth 
that this sum was paid “for the copyright and plates [22 in 
number] of the ‘Job,’ published March 1825, by William Blake, 
author.” 

Cumberland had made a special study of Bonasone, and 
Linnell possessed his large print of Michael Angelo’s “Last 
Judgment,” and probably a selection of Marcantonio’s work. 
Blake’s growing familiarity with the style of these engravers 
had enabled him to rid himself of the heavy mechanical manner 
derived from Basire, his imagination had long been possessed 
by the Book of Job, as his earlier drawing, engraving, and 
lithograph testify, and moreover he was free in this venture 
from commercial interference. The omens, for once, were 
wholly favourable. 

These illustrations have been so frequently reproduced that 
any description would be unnecessary had not a modern critic 
shown that the designs are not mere straightforward comments 
on the Bible story, but the vehicle for Blake’s own gospel. 
These Inventions are, as Mr. Joseph Wicksteed has shown, the 
greatest of the symbolic books, the only one of the Giants who 
has attained form and proportion. Blake himself gives a hint 
of his intention to George Cumberland, who had been vainly 
trying to dispose of a copy to the Bristol booksellers: 

I thank you for the pains you have taken with poor Job. I know too well 
that the great majority of Englishmen are fond of the indefinite, which they 


measure by Newton’s doctrine of the fluxions of an atom, a thing which does 
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not exist. These are politicians, and think that Republican art is inimical 
to their atom, for a line or a lineament is not formed by chance. A line is a 
line in its minutest subdivisions, straight or crooked. It is itself, not inter- 
measurable by anything else. Such is Job. But since the French Revolution 
Englishmen are all intermeasurable by one another: certainly a happy state 
of agreement, in which I for one do not agree. God keep you and me from 
the divinity of yes and no too—the yea, nay, creeping Jesus—from suppos- 
ing up and down to be the same thing, as all experimentalists must suppose. 


This passage alone would suggest that Blake’s preoccupation 
with the contrast between the eternal, the spiritual, and the 
material, the illusory, finds expression in the Inventions. But 
there are also frequent indications both in his verse and draw- 
ings that if up and down must not be confused neither must 
right and left: the right has been customarily esteemed the 
propitious direction and the honourable position, and Blake 
followed other mystics in extending the meaning of right and 
left to spiritual and material. The use of this symbolism is 
probably more deliberate and consistent in the Job than else- 
where, but it must not be forgotten that in A Vision of the Last 
Judgment Blake had entreated the Spectator to attend to the 
hands and feet. Some of the variations on the water-colour 
drawings tend to increase the symbolic significance of the 
engravings, but the main proof that their meaning does not lie 
on the surface is to be found in the texts and designs in the 
borders, which always throw light on the central design. 
Moreover, readers of Jerusalem and Blake’s other writings of the 
same period will recognize the pictorial expression of symbols 
with which they are already familiar. 

Job in the Bible is the just man who eschews evil and observes 
the ceremonies of religion, tested and humiliated that God may 
convince Satan of Job’s allegiance to himself. Job is rewarded " 
for his constancy and his unnecessary suffering by a renewal of 
God’s favour and the restoration and increase of his worldly 
prosperity: his only spiritual satisfaction besides a confirmation 
of his belief in God’s power is the conviction of his own 
inability to understand the ways of the Almighty. 

Blake’s Job, on the other hand, passes from the state of inno- 
cence because he cultivates a rigid and repressive holiness and 
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selfhood. His sufferings in the contrary state of experience are 
at once the result of his own error and the means through 
which he attains full spiritual stature. In the first illustration the 
sun is setting behind the “living form” of a Gothic cathedral: 
Job, with his wife and children, surrounded by the flocks 
which mark his material prosperity, is shown in the solemn 
exercise of family prayers: the letter which killeth is symbolized 
by the heavy books open on the parents’ knees, and the spirit 
which giveth life by the joyful instruments of music, discarded 
and hung up on the tree behind them. This is followed by 
a revelation of Job’s spiritual condition. Above the family 
group a smug God in Job’s own image sits in his heaven with 
a book of the precepts which Job obeys open on his knees; the 
records of Job’s good deeds are being handed about from earth 
to heaven in order to justify him against Satan, the Accuser of 
Sin, while on the other side of Satan the self-satisfied faces of 
Job and his wife bear witness to his spiritual error. Job next 
sends the winged accuser of his own thought against his sons, 
who are the victims of the excesses which he has made attrac- 
tive to them by restraint and repression. Then come two 
messengers, left foot foremost, announcing the destruction of 
his property, while the figure of a third in the far distance with 
the right foot in advance, shows that material disaster will be 
followed by spiritual. In the fifth design the “living form” of 
the cathedral is replaced by a Druid altar. God is seated less 
firmly in his heaven, while Satan, the spiritual error in Job’s 
own mind, is beginning his attack on Job himself. Below, Job, 
with a sanctimonious expression, retains the loaf in his right 
hand, while he gives that in his left to a beggar. On either side 
hover two angels of holiness betraying his self-approving 
thoughts. Then Satan descends on him in full fury. The four 
arrows show that he has killed four of the senses, and he is 
smiting the fifth, touch and sex. He is standing on Job’s right 
leg to signify that the disease is spiritual. Job ignores his wife, 
who has hitherto been completely united with him, and she is 
weeping at his feet. The design is similar to the painting in the 
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Tate Gallery, but a great thunder-cloud takes the place of 
Satan’s wings, showing that the Accuser has not been sent forth 
by Job against others as in the third illustration, but is besetting 
Job himself. Next comes the arrival of the three corporeal 
friends who are spiritual enemies. After that Job, in the absence 
of all spiritual consolation, curses the day when he was born. 
Then Eliphaz concentrates the argument of the three friends 
by narrating his vision of the God of Justice. God is here in the 
image of Eliphaz and his arms are bound by his own law. Next, 
the Accuser, whom Job had sent against his sons, comes upon 
him from the outside, personified by the three friends. His wife 
crouches by his side and touches him with her right hand in 
token of sympathy, but he takes no notice of her. In the 
eleventh design God, revealing himself as Satan by his cloven 
hoof, but still in Job’s image, swoops down upon him in the 
coils of the serpent of materialism, and points to the stone 
tables of the law in his heaven. Next comes Elihu, who brings 
instead of false sympathy that opposition which is true friend- 
ship. He is indignant because Job does not submit himself to 
the decrees of his God, Urizen, the “starry king.” Job, streng- 
thened in spirit, can now pass into the last state of the Seven 
Eyes of God, Jesus. God, typifying this state, descends from 
heaven in a whirlwind to answer Job’s appeal. The friends 
abase themselves in terror, but Job and his wife can behold his 
face. The other six Eyes of God are depicted in the margin, 
and one of them stretches out his hand towards another figure 
which is just rising: this is the “shadowy eighth,” Job’s eternal 
individuality, now ready to join the rest. The fourteenth design, 
which belongs also to the seventh state, Jesus, “When the 
morning Stars sang together, and all the Sons of God shouted 
for joy,” is Blake’s best-known work. God, the poetic genius, 
is in the centre, and under his immediate control Apollo drives 
the horses of Intellect, and Diana guides the dragons of Desire. 
The other Zoas, spirit and body, are symbolized by the line 
of angels above, endless, thanks to Blake’s afterthought in 
adding the arms of others to right and left which appear in the 
engraving only, and the group on earth. In the next invention 
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God is explaining the world of nature, in which Pitt’s Behe- 
moth and Nelson’s Leviathan reappear. Then Job’s Error is 
cast out at a Last Judgment. As Blake had said some years 
before, ““Whenever any Individual Rejects Error & Embraces 
Truth, a Last Judgment passes upon that Individual.” Satan, 
Error, is cast out, and with him the embodied errors of Job 
and his wife fall into the pit of annihilation. They look on in 
calm thankfulness, while their friends on the other side are 
terrified. In the design which follows Job and his wife are with 
God above the cloud and he is blessing them. The friends, still 
in the material world, have turned their backs, unable to bear 
the light. The contrast recalls the lines in the “Auguries of 
Innocence”: 

God Appears, and God is Light 

To those poor Souls who dwell in Night, 


But does a Human Form Display 
To those who Dwell in Realms of day. 


Blake had told Crabb Robinson that Jesus is the only God, 
“And so am I and so are you’; and the texts below are evid- 
ently intended to identify God with Jesus and with Job, who 
has now cast out spiritual error. 

Then Job, in the cruciform attitude of self-sacrifice, prays for 
the friends* whom he has forgiven. The cubical altar and 
pyramidal flame probably symbolize body and soul, a refine- 
ment on the water colour in which the irregular flame is cut 
off by the top of the drawing. The palette, brushes, and scrolls 
in the margin recall the sentence on the Laoco6n print: 
“Prayer is the Study of Art’; perhaps also Blake intended to 
show that he had himself forgiven those who had slighted him 
as an artist. The next design shows Job and his wife receiving 
their neighbours, who are loaded with offerings, signifying 
that Job has now learnt to accept as well as to give. In that 
which follows, Job is telling his daughters of the State of 
Experience, pointing to panels on the wall which illustrate it. 
The tessellated floor, with intersecting circles bounded by one 
great circle, doubtless symbolizes the perfect spiritual relation 
of men to one another and to God. 
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It has been suggested that Job’s daughters, who were not 
involved in the disaster of their brothers, since the number of 
the women in the third illustration shows them to be intended 
for wives or concubines and not the three sisters, may symbol- 
ize the three modes of art, but there is no definite indication of 
this either here or in the next design. The last invention is in 
marked contrast to the first. The sun rises and the family are 
joyfully making music: two of the daughters are singing from 
scrolls, light in the hand, but the heavy books of holiness which 
define and restrain have disappeared. 


Among the new friends whom Blake owed to Linnell were 
Mr. and Mrs. Aders of Euston Square. Mrs. Aders, a beautiful 
and gifted woman, was a daughter of Raphael Smith, the 
mezzotint engraver. She married a wealthy merchant of 
German extraction, who had acquired a remarkable collection 
of early Italian, Flemish, and German paintings, which he was 
obliged to part with later as the result of business reverses. The 
Aders were hospitable, delighting in the society of artists and 
literary men, and Mrs. Aders, who lived till old age, always 
retained an affectionate memory of Blake. At their house in 
1825 he met Crabb Robinson, journalist and barrister-at-law, 
and, like his hosts, a friend of Wordsworth, Coleridge, and 
Lamb. Although not personally acquainted with him hitherto, 
Robinson had been interested in Blake since the appearance of 
Dr. Malkin’s book, and in the spring of 1810 he chose Blake as 
"the subject for an article in the Vaterlandisches Museum. It was 
translated by Dr. Julius, who was particularly successful in his 
rendering of “The Tyger.” The original has not been found 
among the Crabb Robinson papers, but the article has been 
retranslated from the German. The first paragraph shows the 
spirit in which Robinson approached his task, and was later 
to approach Blake himself. 


Of all the conditions which arouse the interest of the psychologist, none 
assuredly is more attractive than the union of genius and madness in single 
remarkable minds, which, while on the one hand they compel our admiration 
by their great mental powers, yet on the other move our pity by their claims 
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From a pencil drawing by John Linnell, 1820 
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to supernatural gifts. Of such is the whole race of ecstatics, mystics, seers of 
visions and dreamers of dreams, and to their list we have now to add another 
name, that of William Blake. 


In his Reminiscences he is more explicit, as he speaks of 
“writing an. account of the insane poet & painter engraver, 
Blake.” After some reference to Blake’s early life, for which 
Malkin was no doubt his authority, Robinson discusses his 
paintings and engravings, quoting excerpts from the Descriptive 
Catalogue, which he regards as “avery curious exposure of the 
state of the artist’s mind.”’ He has one anecdote of Blake which 
does not appear elsewhere: 


He told a friend, from whose mouth we have the story, that once when he 
was carrying home a picture which he had done for a lady of rank, and was 
Wanting to rest in an inn, the angel Gabriel touched him on the shoulder 
and said, “Blake, wherefore art thou here? Go to, thou shouldst not be 
tired.” He arose and went on unwearied. 


The greater part of the Poetical Sketches are dismissed as 
“singularly rough and unattractive,” but “there is a wildness 
and loftiness of imagination in certain dramatic fragments 
which testifies to genuine poetical feeling.” “To the Muses” 
is quoted with the ambiguous comment that it “may serve as 
a measure of the inspiration of the poet at this period.” The 
Songs of Innocence and of Experience he considers “‘a still more 
remarkable little book.” 


These miniature pictures are of the most vivid colours, and often grot- 
esque, so that the book presents a most singular appearance. It is not easy to 
form a comprehensive opinion of the text, since the poems deserve the 
highest praise and the gravest censure. 


Though he regards some of the Songs of Innocence as “exces- 
sively childish” and the Songs of Experience as metaphysical 
riddles, he accords more praise than censure, and his interpreta- 
tion of “The Garden of Love” shows insight and sympathy: 


The following Song of Experience probably represents man after the loss 
of his innocence, as, found by the commandment and the priests its servants, 
he looks back longing to his earlier state, where before was no command- 
ment, no duty, and nought save love and voluntary sacrifice. 
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Europe and America, the only two of the symbolic books 
which he had come across, are frankly too much for him; he is 
doubtful whether they are intended for prose or verse. He 
concludes that in Blake: 


all the elements of greatness are unquestionably to be found, even though 
those elements are disproportionately mingled. . . . We will only recall 
the phrase of a thoughtful writer, that those faces are the most attractive in 
which nature has set something of greatness which she had yet left un- 
finished; the same may hold good of the soul. 


The article is the most appreciative and careful estimate of 
Blake as poet and painter which appeared during his lifetime. 

In the interval between writing of Blake and meeting him at 
the Aders’, Crabb Robinson had heard Southey and Flaxman 
talk about him, and had read some of his poems to Words- 
worth, who ‘“‘was pleased with some of them and considered 
[Blake] as having the elements of poetry a thousand times 
more than either Byron or Scott... .” In 1825 he added that 
Wordsworth had said after reading a number of the Songs of 
Innocence and of Experience: ““There is no doubt this poor man 
was mad, but there is something in the madness of this man 
which interests me more than the sanity of Lord Byron and 
Walter Scott!” 

It is clear, therefore, that Crabb Robinson had made up his 
mind before seeing Blake that he was mad: when they met on 
the roth December 1825 he seems surprised that his mental 
condition was not more obvious. In his Diary he asks “‘Shall I 
call him Artist or Genius—or Mystic or Madman? Probably 
he is all,” and he adds in the Reminiscences: 


He had a broad, pale face, a large full eye with a benignant expression; 
at the same time a look of langour except when excited, & then he had an air 
of inspiration, but not such as without a previous acquaintance with him, or 
attending to what he said, would suggest the notion that he was insane. 
There was nothing wild about his look and though ‘very ready to be drawn 
out to the assertion of his favourite ideas, yet with no warmth as ifhe wanted 
to make proselytes. Indeed one of the peculiar features of his scheme as far 
as it was consistent was indifference and a very extraordinary degree of 
tolerance & satisfaction with what had taken place, a sort of pious & humble 
optimism, not the scornful optimism of Candide. 


ee. 
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Robinson himself was puzzled by his own interest in mystics. 
“Tt is strange,” he says in his Diary, “that I, who have no 
imagination, nor any power beyond that of a logical under- 
standing, should yet have great respect for the mystics.” Un- 
fortunately he exercised his logical understanding in trying to 
isolate Blake’s metaphysical doctrines from what he regarded 
as the insane expression of them, in order that he might classify 
them, and he finds it “hard to fix Blake’s station between 
Christianity, Platonism and Spinozism.” There were, some- 
times, congenial moments as when, for example, Robinson 
expressed the view that an immortal being could not be created. 
“His eye brightened on my saying this. And he eagerly con- 
curred. “To be sure it is impossible. We are all coexistent with 
God, Members of the Divine body. We are all partakers of the 
divine nature.’” Robinson could deal comfortably with this 
since Blake had but “adopted an ancient Greek idea Qy. of 
Plato.” 

But Blake’s talk of visions and voices, and “the same half 
crazy crochets about the two worlds” made him feel that 
“there being really no system or connection in his mind, all his 
future conversation will be but varieties of wildness and in- 
congruity.” For this reason he tantalizes us by imperfect 
accounts of his later interviews. He pleased Blake by seeming 
to assent to his statement that all men possess in some degree 
the faculty of vision; had he not presupposed insanity he might 
have genuinely accepted this view, contenting himself with 
a psychological analysis of Blake’s visionary experiences 
which would have led him, like Linnell, to a less extreme con- 
clusion. As it is he defends himself for thinking it worth while 
to record Blake’s sayings on the ground that he was not a mere 
madman, but a monomaniac. Robinson’s interlocutions were 
evidently conducted in a kindly and conciliatory spirit; he 
never tried to provoke Blake, and he never obtruded his own 
opinions, but he sometimes notes that Blake had made no reply 
to his observations. He remarks with disapproval that Mas- 
querier, an acquaintance of longer standing than himself, 
commented on Blake’s opinions “as if they were those of a 
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man. of ordinary notions,” and doubts “whether Flaxman 
sufficiently tolerates Blake.” His own policy was to humour 
the mental case, and this was doubtless obvious enough to the 
patient, who demanded opposition from his friends. What did 
Blake think of Robinson? Did he confide to Mrs. Blake that 
the visitor was a good creature but something of a bore? 

Yet in spite of this mutual want of sympathy Crabb Robin- 
son has given by far the most detailed and convincing report of 
Blake’s conversations. His account has been already quoted as 
explaining passages in the poems, but Blake’s talk with Voltaire 
and his refusal to be floored by the astute barrister are too 
characteristic to omit: 


“... he understands by the Bible the spiritual sense. For as to the natural 

sense, that Voltaire was commissioned by God to expose. I have had much 

intercourse with Voltaire and he said to me I blasphemed the Son of Man 

it shall be forgiven me. But they (the enemies of V[oltaire]) blasphemed the 

Holy Ghost in me And it shall not be forgiven them.” I asked in what 
} language Voltaire spoke. He gave an ingenious answer. “To my sensations 

it was English. It was like the touch of a musical key. He touched it prob- 
\ ably French, but to my ear it became English!” 


Crabb Robinson’s description of the Blakes’ home in 
Fountain Court must be discounted; he and his friends were all 
in comparatively easy circumstances and he doubtless failed to 


perceive the gulf set between simplicity and squalor. 


He was at work engraving in a small bedroom, light & looking out on a 
mean yard—everythg. in the room squalid, & indicating poverty except 
himself. And there was a natural gentility about, & an insensibility to the 
seeming poverty which quite removed the impression. Besides, his linen was 
clean, his hands white & his air quite unembarrassed when he begged me to 
sit down, as if he were in a palace. There was but one chair in the room 
besides that on wh. he sat. On my putting my hand to it, I found that it 
would have fallen to pieces if I had lifted it. So, as if I had been a Sybarite, 
I said with a smile, “Will you let me indulge myself?” And I sat on the bed 
and near him. And during my short stay there was nothing in him that 
betrayed that he was aware of what to other persons might have been even 
offensive, not in his person, but in all about him. 

_His wife I saw at this time, & she seemed to be the very woman to make 
him happy. She had been formed by him. Indeed otherwise she cd. not 
have lived with him. Notwithstanding her dress, wh. was poor & dirty, she 


had a good expression in her countenance—& with a dark eye, had remains 
of beauty in her youth. 
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Gilchrist read this passage from the Reminiscences, which 
Robinson had lent him, to Samuel Palmer, who wrote on 3rd 
May 1860: 


Late as we parted last night, I awaked at dawn with the question in my 
ear, Squalor?—squalor? Crush it; it is a roc’s egg to your fabric. It gives a 
notion altogether false of the man, his house, and his habits. 

No, certainly;—whatever was in: Blake’s house, there was no squalor. 
Himself, his wife, and his rooms, were clean and orderly; everything in its 
place. His delightful working corner had its implements ready—tempting 
to the hand. The millionaire’s upholsterer can furnish no enrichments like 
those of Blake’s enchanted rooms. 


George,Richmond, more than fifty years after Blake’s death, 
thus described the arrangement of the room which had im- 
pressed Crabb Robinson so unfavourably: 


The fire-place was in the far right-hand corner opposite the window; 
their bed in the left hand, facing the river; a long engraver’s table stood 
under the window (where I watched Blake engrave the Book of Job. He 
worked facing the light), a pile of portfolios and drawings on Blake’s right 
near the only cupboard; and on the poet-artist’s left—a pile of books placed 


flatly one on another; no bookcase. 

In reply to the question whether there were many pictures on, 
the walls Richmond answered “No, not many in the work- 
room but a good number in his show-room, which was rather 
dark.” 

On the other hand Crabb Robinson’s description of Blake’s 
amiability and charm of manner confirms all that his younger 
friends say of him. He was anxious to bring Blake and Words- 
worth together, but there is no evidence that they ever met. 
Blake annotated some of the poems lent him by Crabb Robin- 
son, and also gave him some notes on The Excursion. These 
must be read with Crabb Robinson’s Diary and Reminiscences 
and his letter to Dorothy Wordsworth, as, taken by them- 
selves, they scarcely do justice to Blake’s profound admiration 
for Wordsworth, whom he held to be “the greatest poet of 
the age.” He was overwhelmed by the “Ode on the Intimations 
of Immortality,” which Robinson read aloud to him: 
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I had been in the habit when reading this marvellous Ode to friends, to 
omit one or two passages, especially that beginning 


But there’s a tree, of many one 


lest I shd. be rendered ridiculous, being unable to explain precisely what 
I admired—not that I acknowledged this to be a fair test. But with Blake 
I cd. fear nothing of the kind, & it was this very Stanza wh. threw him 
almost into a hysterical rapture. His delight in W’s poetry was intense. Nor 
did it seem less notwithstanding by the reproaches he continually cast on 
W. for his imputed worship of nature, wh. in the mind of Blake constituted 
Atheism. 


The first passage which Blake has noted in the Excursion 
brought on an attack of illness because he gained from it the 
impression that the “‘only poet of the age”’ felt himself superior 
to God, and was therefore no Christian in Blake’s sense. In the 
annotations to the poems he quotes Wordsworth’s own render- 
ing of Michael Angelo’s sonnet, a part of which he inscribed 
about the same time in William Upcott’s autograph album, to 
prove that “W. must know that what he writes valuable is not 
to be found in Nature.’’ He condemns the Prefaces, excepting 
the close of the supplementary Preface, as the opinions of a 
“landscape painter.” “Imagination is the divine vision not of 
the World, or of Man, nor from Man as he is a natural man, 
but only as he is a spiritual Man. Imagination has nothing to do 
with memory.” 

The main cause of offence is doubtless Wordsworth’s use of 
the word “imagination” as signifying merely the creative 
faculty; for Blake imagination was the corner-stone of his 
religion, the Divine Body, the Mystic Word which alone had 
power to dispel error and reveal eternal truth. Coleridge and 
he would have agreed, perhaps did agree, that Wordsworth 


Was no true mystic. 


. . . Twill not conceal from you [writes Coleridge] that this inferred 
dependency of the human soul on accidents of birth-place and abode, to- 
gether with the vague, misty, rather than mystic, confusion of God with the 
world, and the accompanying nature-worship, of which the asserted 
dependence forms a part, is the trait in Wordsworth’s poetic works that I 
most dislike as unhealthful, and denounce as contagious; while the odd 
introduction of the popular, almost the vulgar, religion in his later publica- 
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tions (the popping in, as Hartley says, of the old man with a beard), suggests 

the painful suspicion of worldly prudence—at best a justification of masking 

truth (which, in fact, is a falsehood substituted for a truth withheld) on the 

plea of expediency—carried into religion. At least it conjures up to my 

cae a sort of Janus head of Spinosa & Dr. Watts, or “I and my brother 
e dean. 


Coleridge had read the Songs of Innocence and of Experience in 
1818 when Charles Augustus Tulk, a well-known Sweden- 
borgian, lent him the copy he had bought from Blake. He 
returns “Blake’s poesies metrical and graphic” with some 
severe strictures on the drawings and a list of the poems 
elaborately marked in order of merit. “The Little Black Boy” 
gets top marks, and several are highly commended. Much as 
he admires “Infant Joy” he wishes to amend the last lines. “For 
a babe two days old does not, cannot smile, & innocence and 
the very truth of Nature must go together. Infancy is too holy 
a thing to be ornamented.” “‘A Little Girl Lost” he would have 
omitted, “‘not for the want of innocence in the poem, but from 
the too probable want of it in many readers.” He is perplexed 
by “The Little Vagabond”: 


... yet still I disapprove the mood of mind in this wild poem so much 
less than I do the servile, blind-worm, wrap-rascal, scurf-coat of fear of the 
Modern Saint~(whose whole being is a lie to themselves as well as to their 
brethren), that I should laugh with good conscience in watching a Saint of 
the new stamp, one of the first stars of our Eleemosynary advertisements, 
groaning in the windpipe! and with the whites of his eyes upraised at the 
audacity of this poem! 


In 1826 Crabb Robinson tells Dorothy Wordsworth that 
Coleridge has visited Blake “& I am told talks finely about 
him,” but we catch no echo of this talk. The only account of 
their meeting is in a critical review of Cunningham’s Life of 
Blake by an anonymous writer in the London University 
Magazine for 1830, who adds in a footnote: “Blake and 
Coleridge, when in company, seemed like congenial beings of 
another sphere, breathing for a while on our earth; which may 
easily be perceived from the similarity of thought pervading 
their works.” 
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The writer does not attempt to report the dialogue, or was it 
rather the two monologues? | 

No meeting between Lamb and Blake is recorded, but Lamb 
also knew some of the Songs. He had heard “The Tyger” 
recited and speaks of it to Bernard Barton as “glorious,” 
adding that “‘the man is flown, whither I know not—to Hades 
_or a Mad House. But I must look on him as one of the most 
extraordinary persons of the age.”” Lamb, it must be remem- 
bered, was present when Southey described Blake as the mad 
author of a mad poem. The reciter of “The Tyger” was pro- 
bably Crabb Robinson, whose performance at the Aders’ so 
much impressed Linnell that he used to imitate it. 

The “Chimney Sweeper” Lamb sent to James Montgomery 
for insertion in The Chimney Sweeper’s Friend, and Climbing 
Boy’s Album, altering “Tom Dacre” in the fifth line to “Tom 
Toddy.”’ He considers Blake’s “the Flower of the set,” but 
deprecates Montgomery’s awkward paraphrase of . the 
Steam... 

Bernard Barton, the Quaker poet, to whom Lamb’s letter 
about Blake is addressed, was another admirer to whom Blake 
was unknown personally. After Blake’s death Barton wrote a 
sonnet prefaced by Cunningham’s exaggerated reference to 
“a miserable garret and a crust of bread,” and dedicated it to 
Linnell. This elicited the interesting letter already quoted in 
which Linnell describes Blake’s circumstances and his own 
relations to him. 

Another friend of Lamb and Crabb Robinson, Edward 
Fitzgerald, may have heard of Blake in his school days at Bury 
St. Edmunds under Dr. Malkin. He bought a copy of the 
Songs of Innocence in 1833, and his comments show that he had 
heard of the visionary heads and accepted the view of Blake’s 
mental condition current in his own set. Walter Savage Landor 
did not apparently know the poems till later. His biographer 
says that in 1836 he picked up some volumes in Bristol by 
which he was “strangely fascinated” and proposed to make a 
collection of Blake’s work, a project which came to nothing. 

“He protested that Blake had been Wordsworth’s prototype, 
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and wishes they could have divided his madness between them; 
for that some accession of it in the one case, and something of 
a diminution of it in the other would very greatly have im- 
proved both.” | 

Crabb Robinson read some of the Songs of Innocence and of 
Experience to Hazlitt in 1827, who thought them “beautiful, 
and only too deep for the vulgar,” but added: “He is ruined 
by vain struggles to get rid of what presses on his brain; he 
attempts impossibilities.” 

Hazlitt, after speaking of Flaxman as a “‘profound mystic,” 
adds:teceie: : 


This last is a character common to many other artists in our days— 
Loutherbourg, Cosway, Blake, Sharp, Varley, &c.—who seem to relieve 
the literalness of their professional studies by voluntary excursions into the 
regions of the preternatural, pass their time between sleeping and waking, 
and whose ideas are like a stormy night, with the clouds driven rapidly 
across, and the blue sky and stars gleaming between! 


Bulwer Lytton wrote in 1835 with admiration for Blake’s 
verse and engravings, speaking of his “delightful vein of 
madness.” 

It would seem then‘ that Blake’s literary contemporaries 
found his poems strange, disturbing, beautiful, and the readiest 
solution of their own perplexity was to call him a genius, but 
insane. To-day, when everyone is familiar with Blake’s Songs 
in anthologies or in selections from his own verse, the timid 
and ambiguous acceptance of them by his distinguished con- 
temporaries comes as a surprise, but Wordsworth and Cole- 
ridge, Keats and Shelley have been, in truth, precursors of 
Blake’s influence and fame. Educated by them, readers are 
prepared to perceive at once the beauty of his Songs, even when 
his mystic doctrine escapes them. 

Artists were more ready to accord unqualified recognition 
during Blake’s lifetime, and this not only because his paintings 
and engravings were more accessible than his poems. Those 
who, in the course of their own professional work, were 
accustomed to visualize their memories and their conceptions, 
were less likely to be disturbed by Blake’s assertion of his 
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visionary powers. Moreover, a number of them knew the man 
familiarly in casual daily intercourse. Their opinions are, there- 
fore, more responsible. Flaxman found him provokingly 
neglectful of his worldly interests and difficult to help, but the 
intolerance, of which Crabb Robinson complains, is in itself 
a proof that he did not imagine himself to be dealing with a 
madman. J. T. Smith begins his Biographical Sketch by in- 
dignantly dismissing the suggestion, while Cunningham, 
though he makes the most of Blake’s eccentricities and deplores 
his excess of imagination, does not hint at insanity. Linnell 
found him able and willing to give a reasonable explanation of 
his paradoxes and experiences. James Ward and Cornelius 
Varley emphatically denied that he was mad. The boy artists 
for whom the two rooms in Fountain Court became the 
“House of the Interpreter” are equally explicit: their testimony 
will be given later. 


CHAPTER IX 


OLD AGE 


But when once I did descry 

The Immortal Man that cannot Die, 
Thro’ evening shades I haste away 
To close the Labours of my Day. 


Bee: letters to Linnell from 1824 onwards contain many 
references to his failing health. He suffered from periodical 
rigors, which he describes as “‘shivering fits” and “‘this abomin- 
able ague or whatever it is,” and later from jaundice, both 
symptoms of gall-stones, the disease which caused his death. 
Linnell had taken lodgings at North End, Hampstead, for his 
wife and children in 1822 and again the following year. In 1824 
he rented permanently one end of the Home Farm on the 
Wylde’s Estate, the property of Eton College, living there him- 
self but retaining the old home in Cirencester Place as a studio. 

Blake’s intercourse with him was not interrupted by the 
move to Collins’ Farm, so called after the dairyman tenant. 
Linnell was sometimes entertained in Fountain Court before a 
journey to the provinces, and Blake would see him off. He 
gives an amusing description of one such occasion when, 
absorbed in conversation with Linnell and another passenger, 
he started involuntarily for Gloucester. Sunday expeditions to 
North End took the place of the long walks south of the 
Thames which had been his delight in his younger days, and 
this in spite of his firm persuasion that Hampstead was inimical 
to his health. He writes to Linnell on the 1st February 1826 that 
he is unable to visit them: 


For I am again laid up by a cold in my stomach; the Hampstead Air, as 
it always did, so I fear it always will do this, Except it be the Morning air; & 
That, in my Cousin’s time, I found I could bear with safety & perhaps 
benefit. I believe my Constitution to be a good one, but it has many 
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peculiarities that no one but myself can know. When I was young, Hamp- 
stead, Highgate, Hornsea, Muswell Hill, & even Islington & all places 
North of London, always laid me up the day after, & sometimes two or 
three days, with precisely the same Complaint & the same torment of the 
Stomach, Easily removed, but excruciating while it lasts & enfeebling for 
some time after. Sr. Francis Bacon would say, it is want of discipline in 
Mountainous Places. Sr. Francis Bacon is a Liar. No discipline will turn one 
Man into another, even in the least particle, & such discipline I call Presump- 
tion & Folly. I have tried it too much not to know this, & am very sorry for 
all such who may be led to such ostentatious Exertion against their Eternal 
Existence itself, because it is Mental Rebellion against the Holy Spirit, & fit 
only for a Soldier of Satan to perform. 


But foolish as Sir Francis Bacon’s repressive arguments might 
be, the attractions of North End prevailed. Years before he had 
marked Lavater’s Aphorism, “Keep him at least three paces 
distant who hates bread, music, and the laugh of a child,” 
“The best in the book!” And now there were children at 
Collins’ Farm watching for his signal. He was interested in their 
childish drawings, and once showed them an old sketch-book 
of his own containing a lifelike grasshopper. He used to tell 
them stories, sterling stuff if we may judge by a surviving 
nursery rhyme: 

The sow came in with the saddle, 

The little pig rocked the cradle, 

The dish jumped o’ top of the table 

To see the brass pot swallow the ladle. 

The old pot behind the door 

Called the kettle a blackamoor. 


“Odd bobbs,” said the Gridiron, “Can’t you agree? 
I’m the head constable, bring them to me.” 


And the music was there too. Mrs. Linnell moved him by her 
rendering of Scottish melodies, and, in return, he still, as long 
ago in Mrs. Mathew’s drawing-room, would chant his songs 
to tunes of his own making. With the same filial kindness 
which marked her husband’s relation to Blake Mrs. Linnell 
used to wrap him in a shawl on cold evenings and send the 
servant with a lantern to light him across the heath. During 
the summer of 1826 the Blakes spent some days at Hope Cot- 
tage, North End, a former lodging of the Linnells. They drove 
up luxuriously in a cabriolet as Blake had been suffering from 
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piles, and cornpared himself in one letter to “a young Lark 
without feathers,” saying in the next that he is “only bones & 
sinews, All strings & bobbins like a Weaver’s Loom.” 
Among Linnell’s artist friends, besides John Varley, his 
brother Cornelius, and brother-in-law Mulready, were Holmes, 
Byron’s pet portrait-painter, Richter, an ardent student of 
Kant, and the correct Collins, who cut Blake carrying his pint 
of porter in the Strand. Constable may have been also an 
occasional visitor, as there is a tradition that Blake, seeing a 
drawing of fir trees on Hampstead Heath in one of Constable’s 
sketch-books, exclaimed “Why, this is not drawing, but in- 
spiration”: to which Constable characteristically replied “I 
meant it for drawing.” But it was the younger generation who 
lightened the burden of his years by welcoming him as one of 
themselves. Both in their corporate form as the “Ancients,” a 
group of artists who met monthly for discussion in town and 
painted in company at Shoreham, and individually, these boys, 
Palmer and Calvert, Richmond and Finch, Walter and Tat- 
ham, took possession of Fountain Court, sought help and 
advice, and sometimes induced Blake to return their visits. 
Several accounts have been given of the “Ancients,” the 
“Extollagers” as the Shoreham villagers called them, coining 
a word as expressive in its way as the “Academinions” of 
Linnell’s landlady. Armed with that new implement the camp- 
stool, they roamed about the country by night as well as by 
day, wore strange garments, and recited poetry. Samuel Pal- 
mer’s father gave up his book-shop and retired to the “Water- 
house,” and on one occasion at least Blake spent a night or two 
in the village. He joined Palmer and Calvert in a nocturnal 
expedition to the haunted castle, where the ghost revealed itself 
as a large snail crawling up a mullion and tapping on the 
window-pane. Calvert gives an instance of Blake’s telepathic 
power, more striking than his warning to Paine, a divination 
requiring little more than common sense. While they were at 
Shoreham young Palmer left them to go up to London. An 
hour after he had started Blake put his hand to his forehead and 
said “Palmer is coming; he is walking up the road.” The others 
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protested, but after a while Blake said again “He is coming 
through the wicket—there!” and in another minute Palmer, 
whose journey had been frustrated by a breakdown of the 
coach, walked in. 

All these young men professed a lifelong devotion to Blake’s 
memory. They were stimulated both by his personality and by 
his imaginative art, but they were in no sense imitators: none 
of their drawings has passed as his like those of his earlier 
friends, Flaxman and Fuseli, Romney and Stothard. To 
Samuel Palmer Blake’s Virgil woodcuts were a revelation: 
their influence upon his early work is obvious, and after a 
middle period of more conventional painting, his later draw- 
ings and etchings, more particularly his own designs for Virgil, 
show an emotional quality again reminiscent of Blake. When 
only fourteen, five years before he met Blake, he had exhibited 
paintings at the British Gallery and at the Royal Academy. 
He describes as his first interview a call with Linnell on the 
oth October 1824: 

We found him lame in bed, of a scalded foot (or leg). There, not inactive, 
though sixty-seven years old, but hard-working on a bed covered with 
books sat he up like one of the Antique patriarchs, or a dying Michael 
Angelo. Thus and there was he making in the leaves of a great book (folio) 
the sublimest designs from his (not superior) Dante. He said he began them 


with fear and trembling. I said, “O! I have enough of fear and trembling.” 
“Then,” said he, “you'll do.” 


Palmer had been brought up as a Baptist, though he after- 
wards became a member of the Church of England. His 
memoranda after meeting Blake, are a curious mixture of 
orthodox evangelical language with phrases and sentences of 
no doubtful origin, such as, for instance: 


We must not begin with medium, but think always on excess, and only 
use medium to make excess more abundantly excessive. 

Genius is the unreserved devotion of the whole soul to the divine, poetic 
arts, and through them to God; deeming all else, even to our daily bread, 
only valuable as it helps us to unveil the heavenly face of Beauty. . . . 

Nature is not at all the standard of art, but art is the standard of nature. 
The visions of the soul, being perfect, are the only true standard by which 
nature must be tried. The corporeal executive is no good thing to the 
painter, but a bane. 
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Palmer seems to have treated Blake’s visionary experiences 
lightly. In a letter published by Gilchrist he writes: “. .. 
materialism was his abhorrence: and if some unhappy man 
called in question the world of spirits, he would answer him 
‘according to his folly,’ by putting forth his own views in their 
most extravagant and startling aspect. This might amuse those 
who were in the secret, but it left his opponent angry and 
bewildered.” _ 

He also instances Blake’s exclamation when irritated by some 
scientific talk about the vastness of space. “It is false, I walked 
the other evening to the end of the earth, and touched the sky 
with my fingers.” He found Blake’s talk far from monotonous, 
and the languid manner was apparently reserved for Crabb 
Robinson. In the letter to Gilchrist he says: 


His knowledge was various and extensive, and his conversation so nervous 
and brilliant, that, if recorded at the time, it would now have thrown much 
light upon his character, and in no way lessened him in the estimation of 
those who know him only by his works. . . . He was energy itself, and shed 
around him a kindling influence; an atmosphere of life, full of the ideal. 

. . . in conversation he was anything but sectarian or exclusive, finding 
sources of delight throughout the whole range of art; while as a critic, he 
was judicious and discriminating. 


In 1875 Palmer wrote a vigorous defence of Blake’s sanity. 


Without alluding to his writings, which are here not in question, I re- 
member William Blake, in the quiet consistency of his daily life, as one of 
the sanest, if not the most thoroughly sane man I have ever known. The 
flights of his genius were scarcely more marvellous than the ceaseless in- 
dustry and skilful management of affairs, which enabled him on a very small 
income to find time for very great works. And of this man the public are 
informed that he passed thirty years in a mad-house! 


The opening phrase is significant. Blake had taken the excit- 
able boy by storm. His religious phraseology had for the time 
being masked his heresies, and had but heightened the pious 
ardour which was Palmer’s natural attitude toward his art. But 
later on Palmer was disturbed by Blake’s writings. He advises 
a friend to read Gilchrist’s Life, but disavows “all adherence to 
some of the doctrines put forth in the poems, which seem to 
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me to savour of Manicheism”; he expresses the belief that Blake 
had been “misled by erroneous spirits,” and regrets that “he 
should sometimes have suffered fancy to trespass within sacred 
precincts.” Yet while advising Mrs. Gilchrist to omit parts of 
the Marriage of Heaven and Hell as likely to scare reviewers and 
exclude the book from every drawing-room table in England, 
he makes a pathetic, muddle-minded attempt to explain that 
not only is it not nearly as bad as it seems, but Blake’s real 
views, though equally outrageous, were completely opposed 
to those expressed in it. 


Blake has said the same kind of thing to me; in fact almost everything 
contained in the book; and I can understand it in relation to my memory 
of the whole man, in a way quite different to that roaring lion the “‘press,” 
or that led lion the British Public. 

Blake wrote often in anger and rhetorically; just as we might speak if 
some pretender to Christianity whom we knew to be hypocritical, were 
canting to us in a pharisaical way. We might say, “If this is your Heaven, 
give me Hell.” We might say this in temper, but without in the least mean- 
ing that that was our deliberate preference. 

* * * © 


His real views would now be considered extravagant on the opposite 
side to that apparently taken in the Marriage, for he quite held forth one 
day to me, on the Roman Catholic Church being the only one which taught 
the forgiveness of sins; and he repeatedly expressed his belief that there was 
more civil liberty under the Papal Government, than any other Sovereignty; 
nor did I ever hear him express any admiration for the American republic. 


He adds in the same letter: 


If madness and absurdity be synonyms, which they are not, then Blake 
would be as “‘mad as a March hare,” his love for art was so great that he 
would see nothing but art in anything he loved; and so, as he loved the 


Apostles and their divine Head (for so I believe he did), he must needs say 
that they were all artists. 


Edward Calvert was a few years older than Palmer, and had 
been in the navy before making art his profession. His stock- 
broker was Palmer’s cousin, John Giles, whose enthusiasm for 
everything ancient gave the brotherhood its name. He de- 
nounced modern pictures as too finished: “no room to get a 
thought in edgewise. Wretched work, Sir!” and told Calvert 
of the “divine Blake” who “had seen God, sir, and had talked 
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with angels.” Through Giles, Calvert came to know both 
“The Ancients” and Blake himself. His work was already 
imaginative in character, but he was for a time directly in- 
fluenced by Blake. Some of his woodcuts are surrounded by 
mystic sentences which reveal their source as clearly as Palmet’s 
notes. Miss Linnell used to relate how Calvert showed her one 
of his drawings, saying solemnly, “These are God’s fields, this 
is God’s brook, and these are God’s sheep and lambs.” ““Then 
why don’t you mark them with a big G?” asked Linnell, who, 
never himself an “Ancient,” was sometimes exasperated by the 
“real Greeks from Hackney and Lisson Grove.” Calvert, like 
Palmer, went through a conventional period; later he became 
a romantic Parnassian, painting golden-toned sketches of 
Greek subjects, idyllic and mythological, which might bear 
for their legend: 


We lack not songs, nor instruments of joy, 
Nor echoes sweet, nor waters clear as heaven, 
Nor laurel wreaths against the sultry heat. 


Calvert went to Fountain Court, and Blake sometimes 
visited him and his wife at Brixton. His memoir contains 
reminiscences of Blake’s courtesy and consideration for the 
feelings of others, and he recalled how Blake, when he felt his 
energies diverted from his work, would say that “he was being 
devoured by jackals and hyenas.’ Calvert retained a most 
affectionate memory of Blake. In his later years he painted a 
study from one of the Virgil woodcuts, and said, when nearly 
eighty: “I want to take a little pilgrimage to Fountain Court, 
that I may once more gaze upon that divine window where 
the blessed man did his work.” Although a religious man he 
was not a sectarian, and does not show the same tendency as 
Palmer to criticize and condemn what he did not understand. 
His son says that “he made the most tender allusion to the 
visions and visitations, the ecstasies and wild indignations that 
made up the Visionary’s life. . . . There was no assumption of 
occult mystery about Blake. All was a serious reality, yet 
abnormal and strange to others.” Questioned by Gilchrist 
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about Blake’s supposed madness he replied: “I saw nothing but 
sanity, saw nothing mad in his conduct, actions or character.” 

George Richmond, a boy of sixteen when he first met Blake 
at the Tathams, went back with him to Fountain Court, feeling 
“as if he were walking with the prophet Isaiah.”’ Like Palmer 
he enjoyed Blake’s conversation, and he found it possible to 
argue and disagree as though with a youth of his own age. 
Once, distressed by a temporary failure in his power of inven- 
tion, he asked Blake’s advice. Blake turned to his wife and said: 
“Tt is just so with us, is it not, for weeks together, when the 
visions forsake us? What do we do then, Kate?” “We kneel 
down and pray, Mr. Blake.’’ Richmond was at the time more 
strongly influenced by Blake than any of the others. His early 
paintings, notably “The Creation of Light,” resemble Blake’s 
both in spirit and in technique, but the imaginative phase of 
of his work was short-lived, and he became exclusively a 
painter of portraits. Richmond, then the only survivor of the 
“Ancients,” showed H. H. Gilchrist a replica of Deville’s life- 
mask of Blake, taken because the phrenologist considered the 
imaginative faculty specially prominent. Richmond’s remarks 
about the mask are interesting: 


That is not like dear Blake’s mouth, such a look of severity was foreign 
to him—an expression of sweetness and sensibility being habitual: but Blake 
experienced a good deal of pain when the cast was taken, as the plaster 
pulled out a quantity of his hair. Mrs. Blake did not like the mask, perhaps 
the reason being that she was familiar with varying expressions of her 
husband’s fine face, from daily observation: indeed it was difficult to please 


her with any portrait—she never liked Phillips’s portrait; but Blake’s 
friends liked the mask. 


Richmond confirms the report of Blake’s outrageous sayings 
to “those who did not and never would understand either him 
or his works.’’ He remarked of the article which drew Palmer’s 
defence: “What a strange assertion! I must say, I think Dr. 
Richardson is more deluded about Blake than dear old Blake 
ever was about anything himself.” ““Never,”’ he told Gilchrist, 
“have I known an artist so spiritual, so devoted, so single- 
minded, or cherishing imagination as he did.” 
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Francis Oliver Finch had been a pupil of John Varley. His 
landscapes, though of an imaginative character, are not obvi- 
ously affected by his admiration of Blake. A Swedenborgian, 
he was, in Palmer’s view, more inclined than the others to 
believe in Blake’s spiritual intercourse. He told Gilchrist that 
Blake “struck him as a new kind of man, wholly original and in 
all things. Whereas most men are at the pains of softening 
down their extreme opinions, not to shock those of others, it 
was the contrary with him.” Blake’s name is not mentioned in 
Memorials of F. O. Finch by his wife, although the book con- 
tains an account of the “Ancients.” A possible explanation of 
this curious omission is that Mrs. Finch regarded Blake as a 
renegade Swedenborgian. 

No special record seems to have been preserved of Henry 
Walter’s friendship with Blake, and again, his work bears no 
mark of Blake’s direct influence. 

Frederick Tatham was the son of C. H. Tatham, an architect. 
Blake had some previous acquaintance with the father as a copy 
of America is inscribed “From the author to C. H. Tatham, 
Oct. 7, 1799.” The younger Tatham, a sculptor and miniature 
painter, does not appear to have known Blake till he was about 
twenty. He wrote a Life of William Blake which is bound up’ 
with the only complete coloured copy of Jerusalem, and was 
published by Mr. Russell in 1906 with Blake’s letters. It is one 
of the most important contemporary records of Blake, and 
reference has already been made to it. His account of Blake’s 
personality is in accord with those of the other “Ancients.” 


His disposition was cheerful and lively, and was never depressed by any 
cares but those springing out of his art. . . . He was everything but subtle; 
the serpent had no share in his nature; secrecy was unknown to him. He 
would relate those things of himself that others make it their utmost endeav- 
our to conceal. 


And, like the rest, he thinks that many of the reports of 
Blake’s eccentricity arose from his enigmatic replies to idle 
questions. Tatham’s genuine respect and affection for Blake are 
perceptible through his ridiculous verbiage, yet he lies under 
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the suspicion of having wrongfully appropriated and after- _ 
wards destroyed some of Blake’s manuscripts and drawings. 
Gilchrist says that Mrs. Blake bequeathed the remaining stock 
of her husband’s works to Tatham. Linnell wrote an emphatic 
contradiction of this in his copy of the Life. In his Life of Blake, 
which: bears no date but was probably written some years 
later, though he doubtless made notes for it during the lifetime 
both of Blake and his wife, Tatham takes up the position that 
Blake not only mentioned him on his deathbed to Mrs. Blake 
“‘as a likely person to become the manager of her affairs,” but 
actually bequeathed to him both manuscripts and pictures. He 
refers to a copy of the Songs “which work the author of this is 
now in possession of, by the kindness of Mr. Blake, who be- 
queathed them to him, as well as all of his works that remained 
unsold at his death, being writings, paintings, and a very great 
number of copperplates, of whom impressions may be ob- 
tained.”’ He also alludes to a bequest from Mrs. Blake of Blake’s 
library, and again ofall she possessed. Be this as it may, Tatham 
obtained possession of Blake’s effects legally or illegally. It is 
probable that he destroyed some of the manuscripts, but here 
again the facts are obscure. Samuel Calvert says that his father, 
hearing of Tatham’s intention, remonstrated, but thinks that 
in spite of this intervention Tatham had destroyed “blocks, 
plates, drawings, and MSS.” This appears to have been also 
Linnell’s impression. The allegations made by the Gilchrists 
are rather less serious. Gilchrist states that some of the remain- 
ing stock of Blake’s works were destroyed after Mrs. Blake’s 
death, and Anne Gilchrist, in a letter to William Rossetti, 
speaks of “the actual Tatham who knew Blake and enacted 
the holocaust of Blake’s manuscripts—not designs, I think, as 
I have heard from his own lips.”’ Dr. Garnett had an interview 
about 1860 with Tatham, who told him that he had some of 
Blake’s manuscripts which he was selling from time to time, 
and Mr. Symons says that Dr. Garnett spoke to him of an 
admission from Tatham that he had destroyed some MSS. 
There seems little doubt, therefore, that Tatham was respons- 
ible for the destruction of some of Blake’s papers, but its extent 
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has probably been exaggerated, and it is even possible that 
some of the lost manuscripts may still be discovered. Tatham 
became a follower of Edward Irving, that Irving of whom 
Blake himself has said all that needs saying: “He is a highly 
gifted man. He is a sent man, but they who are sent sometimes 
go further than they ought.” It is supposed that some of his 
fellow members of the Catholic Apostolic Church induced him 
to burn manuscripts containing what they considered danger- 
ous doctrines, but Carlyle was sure that Irving himself was not 
responsible. Tatham’s own remarks on Blake’s writings suggest 
that he had succeeded in persuading himself that Blake was an 
orthodox believer, betrayed into doubt only by his contro- 
versial pen: 

He wrote much upon controversial subjects, and, like all controversies, 
these writings are inspired by doubt and made up of vain conceits and 
whimsical extravagances. A bad cause requires a long book. Generally 
advocating one in which there is a flaw, the greatest controversialists are the 
greatest doubters. They are trembling needles between extreme points. 
Irritated by hypocrisy and the unequivocal yielding of weak and interested 
men, he said and wrote unwarrantable arguments; but unalloyed and 
unencumbered by opposition, he was in all essential points orthodox in his 


belief. But he put forth ramifications of doubt, that by his vigorous and 
creative mind were watered into the empty enormities of extravagant and 


rebellious thoughts. 


It may be assumed, then, that Tatham persuaded himself 
that he was only burning the doubts and riddles and perversities 
into which Blake was provoked by idle opponents, and which 
Blake, the true believer, would have disclaimed in his calmer 
moments. There could be no betrayal of the master by one who 
had never been a disciple. 

The contents of Tatham’s holocaust can be only a matter for 
conjecture. A book named Outhoun was offered for sale by Mrs. 
Blake, after her husband’s death, to Mr. Ferguson, a Tyne- 
mouth artist. No copy of this work was known either to 
Gilchrist or Linnell. This is likely to have been one of the works 
Tatham either sold or destroyed. The reference in the Rossetti 
MS. to the Book of Moonlight suggests that a work of that 
name actually existed, but no trace of it has been found. 
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Another book which has disappeared is mentioned by Crabb 
Robinson: 


He showed me his Version (for so it may be called) of Genesis, “As 
understood by a Christian Visionary,” in which in a style resembling the 
Bible, The spirit is given. He read a passage at random. It was striking. 


On this occasion he told Robinson that he had written “6 or 
7 Epic poems as long as Homer, & 20 Tragedies as long as 
Macbeth.”” Whether these were invented to amaze the ques- 


tioner, or existed but as conceptions in Blake’s mind, or were _ 


sold or destroyed by Tatham, will probably never be known. 
It should, however, be noted that among Cunningham’s 
additions to his Life in the second edition is the statement that 
Blake ‘“‘has left volumes, amounting it is said to nearly a 
hundred, prepared for the press.” 

Tatham says of Blake that: 


His mental acquirements were incredible; he had read almost everything 
in whatsoever language, which language he always taught himself. . . . It is 
a remarkable fact that among the volumes bequeathed by Mrs. Blake to the 
author of this sketch, the most thumbed from use are his Bible and those 
books in other languages. 


Tatham’s statement must, of course, be discounted, but Blake 
had some knowledge of French, Latin, Italian, Greek, and 
Hebrew. Samuel Palmer writes to Anne Gilchrist that he can 
give her no help with Blake’s French—‘“W. B. was mad about 
languages.” Some of Blake’s French is obviously dog French, 
used as a joke. Hebrew he quotes fairly often and with un- 
impeachable accuracy. The researches of students of the sym- 
bolic books show that many of his ideas were derived from 
Oriental, Greek, Mediaeval, and Celtic sources, but there is 
little indication as to what he actually read, and it is, therefore, 
impossible to draw the line between the results of study and 
coincidence of mystic ideas. Books annotated by him have 
been dealt with in chronological order, as also those to which 
he alludes in letters or notes, and it may be assumed that he 
read all the books illustrated by himself. In addition to these the 


— 
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following are known to have been in his possession: Potter’s 
translation of Aeschylus, Chapman’s Homer, Walpole’s Cata- 
logue of the Royal and Noble Authors of England, Bowles’ Sonnets 
and Other Poems, Tragedies by William Sotheby; a copy of the 
Works of Peter Pindar is also said to bear his autograph. Tatham 
says that he “was very fond of Ovid, especially the Fasti,” and 
Samuel Palmer that he often quoted the works of St. Theresa 
and other writers on the interior life; among the latter were 
probably Fénelon and Mme. Guyon. He doubtless read Law’s 
own works as well as his translation of Boehme, and was 
familiar with Bunyan. His name is among the subscribers to 
the posthumous edition of Poems by the Rev. James Hurdis, 
D.D., Professor of Poetry at Oxford and friend of Cowper 
and Hayley. . 

Blake, it is clear, delighted in the company of the “Ancients.” 
He had the gift of being happy and of being himself in any 
society not openly hostile or provocative: these boys gave him 
love and admiration: perfect intellectual sympathy he must 
_ long have ceased to expect. It would be unjust to accuse them 
of unfaithfulness to his memory. They had admired the artist, 
and wellnigh worshipped the man, but they were not the 
young men of the New Age to whom he had appealed some 
twenty years before. The seals of his mystic books had never 
been broken by them, and it is very sure that Blake himself 
knew this. 

Blake would have been lonely indeed without Linnell and 
the ‘‘Ancients.”’ Fuseli had died in 1825 and Flaxman followed 
next year. No letters to Fuseli have been preserved and none to 
Flaxman after the Felpham days, but it would appear from the 
references to them by Tatham and Palmer that Blake had 
continued to see something of his old friends. Though Fuseli 
and Flaxman, especially the latter, had found Blake exasperat- 
ing at times, they were enthusiastic admirers of his art. J. T. 
Smith says in his Biographical Sketch of Blake that they both 
predicted “That a time will come when Blake’s finest works 
will be as much sought after and treasured up in the portfolios 
of men of mind, as those of Michael Angelo are at present.” 
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Farington and Sir Thomas Lawrence had solemnly agreed 
that Fuseli was an impossible person who could not be safely 
introduced to their friends, especially the ladies, Flaxman had 
complained of Fuseli’s foul language and asked what Blake did 
when Fuseli swore. ““What do I do?” asked Blake. “Why I 
swear again! and he says, astonished, ‘Vy, Blake, you are 
svaring!’ but he leaves off himself!’ Whether Fuseli rushed 
into a corner if someone came in whom he disliked, stopped 
the coach when a proud parent boasted of his daughter’s 
painting on velvet, or wept in the presence of Sir Thomas 
Lawrence over the beauty of the Farnese Hercules, Blake’s 
serenity was not likely to be disturbed. An anecdote told by 
Cunningham suggests not only that Blake did not mind if 
Fuseli were “artificially very ill-natured,” but also that stories 
of this type about his visions may have been originally similar 
pleasantries. Fuseli remarked of one of his productions “now 
some one has told you this is very fine.” “Yes,” said Blake, 
“the Virgin Mary appeared to me, and told me it was very 
fine: what can you say to that?” “Say?” exclaimed Fuseli, “why 
nothing, only her ladyship has not an immaculate taste.” 

Whatever the value of Fuseli’s achievements, and he himself 
regretted that he could not “paint up to what he sqw,” he, like 
Blake, had given his life to the cause of imaginative art; his 
Milton gallery had been a failure and his pictures did not sell. 
None the less he declared himself to have been a happy man 
because he had always been well and had always been em- 
ployed in doing what he liked. 

Flaxman thought Blake’s poems as great as his paintings, but 
it is not clear how far this judgment comprehended the sym- 
bolic books. Would not the Rev. John Flaxman, as Fuseli 
dubbed him, have found The Marriage of Heaven and Hell 
distinctly blasphemous? Yet it is likely enough that Flaxman, 
himself a Swedenborgian, was in closer sympathy with Blake’s 
writings than any of his other friends. The Knight of the Blazing 
Cross, which he wrote and illustrated for his wife, shows his 
own mystical leanings, as well as Blake’s influence in the 
drawings. Moreover, Blake’s verses suggest that Flaxman had 
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known and understood his spiritual experiences while he was 
writing the prophetic books. 


The American War began. All its dark horrors passed before my face 

Across the Atlantic to France. Then the French Revolution commenc’d in 
thick clouds, 

And My Angels have told me that seeing such visions I could not subsist on 
the Earth, ; 

But by my conjunction with Flaxman, who knows to forgive Nervous Fear. 


When Flaxman died in 1826, Crabb Robinson, always 
curious to observe Blake’s reactions, tried the experiment of 
bringing the news himself: the result confirmed his view that 
little was to be gained by frequent intercourse between them. 
“Tt was as I expected. He had been ill during the summer, & he 
said with a smile, ‘I thought I shd. have gone first.’ He then said, 
‘I cannot think of death as more than the going out of one 
room into another.’ And Flaxman was no longer thought of. 
He relapsed into his ordinary train of thinking.” But Blake’s 
memory was not failing as Robinson supposed; four months 
later he speaks to his old friend, Cumberland, of Flaxman’s 
death, though perhaps these words also would have seemed 
casual, callous, or insane to Robinson: 


Flaxman is Gone, & we must All soon follow, every one to his Own 
Eternal House, Leaving the delusive Goddess Nature & her Laws, to get 
into Freedom from all Law of the Members, into The Mind, in which every 
one is King & Priest in his own House. God send it so on Earth, as it is in 
Heaven. 


To Linnell he might write: “I go on without daring to count 
on Futurity, which I cannot do without doubt & Fear that ruins 
Activity, & are the greatest hurt to an artist such as 1am.” But 
Linnell had not known, like Fuseli and Flaxman, the hopes and 
fears, the doubts and disappointments of Blake’s youth and 
prime. He was patient and kind, kind in “minute particulars,” 
but he was no mystic, and as years went by he seems to have 
become more isolated in his angular evangelicism, and the gulf 
between his views and Blake’s widened in his memory. In 1830 
he had written to Bernard Barton: 
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There is one thing I must mention: I never in all my conversations with 
him could for a moment feel there was the least justice in calling him insane; 
he could always explain his paradoxes satisfactorily when he pleased, but to 
many he spoke so that “hearing they might not hear.” He was more like 
the ancient patterns of virtue than I ever expected to see in this world; he 
feared nothing so much as being rich, lest he should lose his spiritual riches. 
He was at the same time the most sublime in his expressions, with the 
simplicity of a child, though never wanting in energy when called for. 


Linnell never altered his mind about Blake’s sanity, and was 
as indignant with Dr. Richardson’s article as Palmer and 
Richmond, but the statement dated 1855 found among his 
papers suggests that Blake’s heterodoxy seemed more shocking 
when seen down the vista of years than in the days of their 
constant companionship: 


A saint amongst the infidels, and a heretic with the orthodox. With all the 
admiration [possible] for Blake, it must be confessed that he said many 
things tending to the corruption of Christian morals, even when unpro- 
voked by controversy, and when opposed by the superstitious, the crafty, 
or the proud, he outraged all common-sense and rationality by the opinions 
he advanced, occasionally even indulging in the support of the most lax 
interpretations of the precepts of the Scriptures. 


In October 1825 Linnell gave Blake a folio of fine Dutch 
paper and commissioned him to make designs from Dante and 
also to engrave them. The arrangement was that he should take 
his own time over them and be paid by instalments; some of 
these are acknowledged in his letters to Linnell. The subject of 
the fifteenth plate of the Gates of Paradise, Ugolino in the 
Tower of Famine, had been taken from Dante, and it is 
probable that the head devouring a human figure, which 
appears several times in the Rossetti MS., represents Lucifer 
with Judas, but Blake had not hitherto read Dante in the 
original. With the help of his small Latin he is said to have 
learnt enough Italian for his purpose in a few weeks. There are 
several references in his letters to his progress and to the 
pleasure he took in his work. His invention showed no signs 
of flagging, and, had he lived, the Dante illustrations might 
have been the crowning work of his life, an achievement com- 
parable with the Job. The water-colour drawings, many of 
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which were made while he was obliged to stay in bed, number 
one hundred and two, and are mostly unfinished, some of them 
mere sketches. Blake had only engraved seven plates, and some 
of these were not finished. They were issued at two guineas, 
and Blake notes in a letter to Linnell that Mr. Butts, who had 
been calling on him, had ordered a proof copy for three 
guineas, “this is his own decision, quite in Character.” One set 
is painted in water colour, possibly by Mrs. Blake after her 
husband’s death, but more probably by Birkett Foster, in whose 
possession it had been. 

G6otzenberger, the German artist, who said, on returning to 
his own country, that he had seen many men of talent in Eng- 
land, “but only 3 men of Genius, Coleridge, Flaxman and 
Blake, and of these Blake was the greatest,” was enthusiastic 
about the designs, but Crabb Robinson, who introduced him 
to Blake, modestly remarks: ““They were too much above me.” 
He was not, however, afraid to ask whether Blake considered 
Dante’s moral character pure. “Pure,” said Blake, “do you 
think there is any purity in God’s eyes. The angels in heaven 
are no more so than we.” Blake’s opinion of Dante can be 
gathered from his conversation with Crabb Robinson and 
from the sentences written on some of the designs. He thought 
that Dante had made the same mistake as Swedenborg in 
believing that “in this World is the Ultimate of Heaven. This 
is the most damnable Falshood of Satan & his Antichrist.” 
Dante was, therefore, like Wordsworth, an atheist in Blake’s 
sense. “Dante saw Devils where I see none. I see only Good.” 
‘He was the slave of the world & time. But Dante & Wordsw. 
in spight of their Atheism were inspired by the Holy Ghost. 
...” Blake made use of Cary’s translation of Dante, and had 
some acquaintance with Cary, to whom he was probably 
introduced by Wainewright. Cary told Gilchrist that he gave 
up his preconceived theory of Blake’s madness after he came 
to know him personally, regarding him only as an enthusiast. 

Blake was also illustrating Genesis for Linnell. He had trans- 
cribed the text up to the end of the fifteenth verse of the fourth 
chapter. The manuscript consists of two designs for title-pages 


314 THE LIFE OF WILLIAM BLAKE 


and eleven pages of text with illustrations. The title-pages and 
some of the leaves are coloured, the text of the latter being 
illuminated in green. W. M. Rossetti describes six of the 
designs as follows: “1. A Title-page, with God the Father and 
Son, the four living creatures used as the Evangelical Symbols, 
and Adam; 2. Similar subject; 3. The Creator; 4. The Trinity 
creating Adam; 5. The Creation of Eve; 6. God setting the 
mark upon Cain.” Blake interprets the Elohim of Genesis as 
the Trinity, and the brand of Cain as the kiss of forgiveness. 
The chapter headings also show that his interpretation of 
Genesis would have been as original and as mystical as his 
interpretation of Job. 


Chap. I. The Creation of the Natural Man. 

Chap. II. The Natural Man divided into Male & Female, 
& of the Tree of Life, & of the tree of Good and Evil. 

Chap. III. Of Sexual Nature, & its Fall into Generation and 
Death. 

Chap. IV. How Generation and Death took Possession of the 
Natural Man & Of the Forgiveness of Sins written on the 
Murderer’s Forehead. 


It was probably about this time that Blake began a series of 
illustrations for the apocalyptic Book of Enoch, of which the 
first English translation appears in 1821. Five pencil drawings 
on folio sheets are extant: these inventions, like those for the 
Book of Job, not only illustrate the text, but are a vehicle for 
Blake’s symbolism. ) 

The only book annotated by Blake during the last year of his 
life, which has been discovered so far, is the New Translation of 
the Lord’s Prayer published in 1827 by the versatile Dr. Thorn- 
ton. His rendering, intended to check the mechanical repetition 
of the prayer, is treated by Blake as “a Most Malignant & 
Artful attack upon the Kingdom of Jesus By the Classical 
Learned, thro’ the Instrumentality of Dr. Thornton.” 

The excerpts printed by Mr. Keynes with Blake’s annota- 
tions do not give the cumulative effect of the worthy doctor’s 
pedantry, or do justice to his notion of God, the Creator, who, 


a 
—— 


OLD AGE ais 


“by the mere act of volition, produces substances the most 
solid,” and will only be fully appreciated with the aid of more 
powerful telescopes. 

Exasperated by Thornton’s endorsement of Dr. Johnson’s 
view that the Bible is unintelligible to the ignorant, and of 
Byron’s comparison of Christ with Socrates as a great ethical 
teacher, as also by his own description of God as “‘uncon- 
trollably powerful,’ Blake reads into the translation all the 
worst errors of the materialist followers of Urizen, and brings 
them out into the open in his parody: “Our Father Augustus 
Caesar, who art in these thy Substantial Astronomical Tele- 
scopic Heavens, Holiness to thy Name or Title, & reverence to 
thy Shadow”—and so forth. Blake’s own version of the Lord’s 
Prayer is addressed to Jesus as also the Father and the Holy 
Ghost, asking that the reign of the God of this World, the 
Accuser, shall be ended by the forgiveness of sins. The next 
sentence, which is unfortunately only partly legible, appears 
‘ to be a prayer for our “own right Bread” and for all things in 
common without money or tax or value or price, and must 
be interpreted by the suggestion in Thornton’s retranslation of 
the prayer that he is only occupied with material good, which 
can be bought, and priced and valued and taxed, and not with 
spiritual gdod. Since “Everything has as much right to Eternal 
Life as God, who is the Servant of Man,” God, the tyrant, 
must also be consumed by forgiveness. This is followed by a 
prayer for deliverance from Parsimony and from the Natural 
Man. 

If Blake and the worthy doctor, who had indeed raised the 
devil by saying the Lord’s Prayer backwards, gave their 
accustomed signals some Sunday morning to the watching 
children from Collins’ Farm, the meeting may well have been 
the occasion for some of Blake’s most mystifying utterances, 
likely to be remembered by Linnell and Palmer in after years 
as outrageous and blasphemous. 


Early in 1827 Linnell, seeing how feeble Blake had become, 
suggested that the Blakes should look after his house, 


316 THE LIFE OF WILLIAM BLAKE 


6 Cirencester Place, at the upper end of Tichfield Street, where 
he himself spent the day in his studio, and lived there rent free. 
The neighbourhood would, he thought, be healthier than the 
low-lying Fountain Court. But Blake could not face the sacrifice 
of solitude and independence. Perhaps, too, he remembered 
that he would no longer be able to look up from his work-table 
and see the Thames through his window “‘like a bar of gold.” 
In February he wrote to Linnell declining his offer: 


I have thought and thought of the removal. I cannot get my mind out 
of a state of terrible fear at such a step. The more I think, the more I feel 
terror at what I wished at first and thought a thing of benefit and good hope. 
You will attribute it to its right cause—intellectual peculiarity, that must be 
myself alone shut up in myself, or reduced to nothing. I could tell you of 
Visions and dreams upon the subject. I have asked and entreated Divine 
help, but fear continues upon me, and I must relinquish the step that I had 
wished to take, and still wish, but in vain. 


He had a severe attack of illness during the spring as he says 
to Cumberland in a letter of the 12th April: 


I have been very near the gates of death, and have returned very weak 
and an old man, feeble and tottering, but not in spirit and life, not in the real 
man, the imagination, which liveth for ever. In that I am stronger and 
stronger, as this foolish body decays. 


In the same letter he refers to the card or bookplate which 
Cumberland had commissioned him to engrave. This has the 
name, “Mr. Cumberland,” in the centre, surrounded by an 
allegorical design; on the left an angel with a sickle is swooping 
down on two boys, one with a snare, and the other flying two 
birds tied to strings: on the right a figure with a distaff is soar- 
ing toward three angels and a child bowling a hoop through 
the sky. Cumberland did not receive the plate till after Blake’s 


death. He sent his son to call on Mrs. Blake, and wrote to him 
later: 


I suppose by her charging three guineas he had made a new plate instead 
of the old one, which I sent to be ornamented in the margin; . . . I long 
much to see what he has done, but if it is ever so trifling take it at her price, 
as it is the last I shall have on that feeling which I am often forced to restrain. 


ns rain 
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Young Cumberland answers that Mrs. Blake had told him 
that the plate would have been more finished had her husband 
lived, and that it was the last engraving he attempted. Cumber- 
land replies that he shall use proofs from the plate “to spread 
my old friend’s fame and promote his wife’s interest by making 
him thus the subject of conversation; and, his works.” 

Blake’s last letter to Linnell is dated 3rd July: in it he speaks 
of a relapse caused by a visit to Collins’ Farm the previous 
Sunday. “T find Iam not so well as I thought. I must not go on. 
in a youthful Style; ...” But, as he had told Cumberland, “the 
real man, the imagination” was still strong, and he was able to 
sit up in bed and work on at the Dante designs in the folio 
book.-A few days before his death he finished colouring a relief 
etching of the “Ancient of Days” for Tatham. Then, turning to 
his wife he said: “Stay! keep as you are! you have ever been an 
angel to me, I will draw you.” A few days later, 12th August, 
he died at six o’clock in the afternoon. The dying Boehme had 
asked his son to open the door as he heard strains of distant 
music: William Blake welcomed death with joyful songs, 
saying to his wife: “My beloved, they are not mine—no— 
they are not mine.” 

George Richmond wrote to Samuel Palmer a few days 
later: : 


My Dr. FRIEND Wednesday Evens. 


Lest you should not have heard of the Death of Mr. Blake I have 
written this to inform you—He died on Sunday Night at 6 O'clock in a 
most glorious manner. He said He was going to that Country he had all His 
life wished to see & expressed himself Happy hoping for Salvation through 
Jesus Christ—Just before he died His countenance became fair—His eyes 
Brighten’d and He burst out in singing of the things he saw in Heaven. In 
truth He Died like a saint as a person who was standing by Him Observed— 
He is to be Buryed on Fridayay [sic] at 12 in morn’—Should you like to go 
to the Funeral—If you should there there [sic] will be Room in the Coach. 

Yrs. affectionY. 
G. RICHMOND. 


Catherine Blake did the last offices for her husband and made 
the necessary arrangements courageously and even with a 
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smile. He had told her that it was no real parting, and he should 
always be there to take gare of her. 

Blake was buried in Bunhill Fields. In answer to his wife’s 
questions he had replied that he did not himself mind where 
he lay, but it might as well be where others of his family had 
been buried, and that he would wish the service to be that 
of the Church of England. Calvert, Richmond, Tatham, 
and a clergyman brother of his were present at the funeral. 
The grave was not marked by a stone, but the site has been 
identified. 

Obituary notices appeared in the Literary Gazette, the 
Gentleman's Magazine, and the Annual Register. The first 
assumes that readers will know the illustrations of Blair’s Grave 
and quotes a part of Fuseli’s preface. Flaxman and Lawrence 
are also cited as admirers of Blake’s work. After a melodramatic 
description of his poverty and physical condition the notice 
goes on: 


. even yet was his eye undimmed, the fire of his imagination un- 
quenched, and the preternatural, never-resting activity of his mind unflag- 
ging. He had not merely a calmly resigned, but a cheerful and mirthful 
countenance; in short, he was a living commentary on Jeremy Taylor’s 
beautiful chapter on Contentedness. He took no thought for his life, what 
he should eat, or what he should drink; nor yet for his body, what 
he should put on; but had a fearless confidence in that Providence which had 
given him the vast range of the world for his recreation and delight. 


The article ends by drawing attention to the destitute state 
of the widow and suggesting assistance for her. 

The notice in the Gentleman's Magazine contains a fuller 
account of Blake’s work, including the earlier illuminated 
books, but otherwise is condensed like that in the Annual 
Register, from the Literary Gazette. 

Blake left no debts and no effects except the stock of copper- 
plates, illuminated books, pictures, and manuscripts. About a 
month after his death Mrs. Blake went to look after Linnell’s 
house in Cirencester Place, until he moved in the following 
April to 26 Porchester Terrace. After that she lived for a time 
with Frederick Tatham, taking charge of his domestic arrange- 
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ments, and then moved into lodgings at No. 17 Upper Char- 
lotte Street, Fitzroy Square. Princess Sophia sent her a gift of 
£100 which she returned, saying that there were others who 
needed it more. She supplied her wants by disposing of her 
husband’s work, avoiding, as a good saleswoman should, the 
display of too large a choice to her customers. She also coloured 
some of the engraved books with Tatham’s help, and, to 
Linnell’s distress, finished some of Blake’s drawings. Linnell, 
Richmond, J. T. Smith, and others helped her by sending 
purchasers. Lord Egremont paid eighty guineas for a water- 
colour drawing of ““The Characters of Spenser’s Faerie Queen,” 
a companion. picture to the “Canterbury Pilgrims,” but did not 
accept Linnell’s offer of the Dante drawings. Haviland Burke 
bought several works himself, and also selected a copy of the 
Songs of Innocence and of Experience and two prints of Job and 
Ezekiel for Dr. Jebb, Bishop of Limerick, who paid her {20 
for them. Cary purchased a drawing of “Oberon and Titania,” 
and James Ferguson, to whom she offered the lost Outhoun, 
three or four of the illuminated books. Crabb Robinson went 
to see her at Linnell’s house, and bought two prints of the 
“Canterbury Pilgrims” and asked her to look out some 
engravings for him. Barron Field, who was with him, took a 
proof of the Pilgrims. 

In October 1831 mortification set in as a consequence of a 
neglected attack of inflammation of the bowels. She sent for 
Mr. and Mrs. Tatham and gave instructions that she should be 
buried in Bunhill Fields, and that the arrangements should be 
like those for her husband’s funeral: she also asked that no one 
but themselves should sce her after death, and that a bushel of 
slaked lime should be put in the coffin. After bidding good-bye 
to Miss Blake, she spent the few hours that remained happy 
and tranquil, “repeating texts of Scripture, and calling con- 
tinually to her William, as if he were only in the next room, to 
say that she was coming to him, and would not be long now.” 
She died in Mrs. Tatham’s arms on the morning of the 18th 
October. The Tathams, the Richmonds, Denham, a sculptor, 
and Bird, an artist, attended her funeral. 

x 
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There is little independent record of Catherine Blake, nor is 
it needed. No one can understand Blake’s life without being ) 
aware of the significance of her helpful and faithful figure, nor 
is it possible to think of him with a different type of wife 
without loss, even without the utter destruction of the fabric 
of his life. And what other test is there of a perfect marriage? 
If the gossip about early dissensions, for which there is but a 
slender basis, be accepted, it only shows the greater victory for 
love and imagination. Blake’s own words but prove that the 
doubts and mental distress, which had for a time clouded his 
life, had cast a shadow over hers also, and that they were both 
the freer and the happier for his renewed confidence in himself. 
His love for her was no selfish dependence, the love “that 
drinks another as a sponge drinks water,” but that friendship of 
which he speaks so often as outlasting sexual love. The woman 
who had signed her name with a cross in the marriage register 
at Battersea Church had learnt from him, aided by her own 
love and belief in him, to share his work and to be his constant 
stay in spiritual as well as in material things. Even when he was 
away from her in a visionary Paradise, her bodily presence was 
necessary to him. Her life was one with his. 


CHAPTER X 


THES TIDE*RETREATS 


Hear the voice of the Bard! 

Who Present, Past, & Future, sees; 
Whose ears have heard 

The Holy Word 

That walk’d among the ancient trees. 


Calling the lapsed Soul 

And weeping in the evening dew; 
That might controll 

The starry pole, 

And fallen, fallen light renew! 


es the lyrics of his boyhood till those last triumphant 
songs rang through the little room where he lay dying, 
from the radiant dawn of “Glad Day” till the evening shades 
fell and the folio book was closed, from the time when. the 
youth flaunted the red cap of revolution till the seer wrote his 
epic on the eternal liberty of the spirit, Blake had kept the 
Divine Vision. Fate has decreed that lyric poets die young, but 
if, passing over as we must the unfulfilled promise of the 
Everlasting Gospel and those last unwritten songs, Blake’s span 
of lyric life be taken as ending about the time of his return from 
Felpham, it was not shorter than that of most of his fellows. 
Some critics will have it that the mystic slowly stifled the poet, 
but did he not rather guard the sacred fire, when youth had 
fled and it was burning low, to create in another medium the 
poem of the inventions to the Book of Job? 

Other men, born later than he, had also toiled in building 
anew the City of Art, some using marble richly veined and 
handling it with a cunning greater than his. But he had out- 
lasted them all. He was a poet twenty years before Wordsworth 
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had met Coleridge. When he died the inspiration of Words- 
worth and Coleridge was wellnigh spent: Keats and Shelley 
were dead; Byron had left the wilderness in which he wandered 
to give his life for the only liberty he knew. None of these, his 
fellow labourers, influenced Blake. There is, indeed, no evi- 
dence that he knew the work of Coleridge, Shelley, or Keats. 
Neither did he affect them: so far as we know only Words- 
worth and Coleridge read any of his poems. Wordsworth 
he never met, and he probably had but two or three talks with 
Coleridge. In this there is little to regret. Shelley was the man 
with whom communion would have been possible and fraught 
with mutual good. The sympathy of thought between Blake 
and Shelley has been often remarked. Shelley, as he freed him- 
self from the fetters of Godwin, who was in truth for him 
Urizen personified, was gradually developing a philosophy 
akin to Blake’s. “Imagination is as the immortal God which 
should assume flesh for the redemption of mortal passion.” 
This sentence comes not from A Vision of the Last Judgment, but 
from the Preface to the Cenci. And Shelley defends poetry in 
words which might be Blake’s. “‘It is as it were the inter- 
penetration of a diviner nature through our own . . . it strips 
the veil of familiarity from the world, and lays bare the naked 
and sleeping beauty which is the spirit of its forms.” Prome- 
theus bears his sufferings in the spirit of the Everlasting Gospel, 
and Jupiter cries: 
Oh, 

That thou wouldst make mine enemy my judge, 

Even where he hangs sear’d by my long revenge, 

On Caucasus! he would not doom me thus. 


Gentle, and just, and dreadless is he not 
The monarch of the world? 


We may imagine Shelley stretched at Blake’s feet listening to 
a discourse, well seasoned with Proverbs of Hell, on the Four- 
fold Vision, those Last Judgments when the individual casts out 
error which he would recognize so readily, the dangers of 
repressed desire, and the Human Friendship which transcends 
sexual love. Mary Shelley shivers at the old man’s talk while 
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Catherine Blake, in her wisdom, smiles. And Shelley, the lover 
of Aeschylus and Euripides, the scholar and the Platonist, takes 
fire at Blake’s ignorant abuse of the Greeks. Shelley, truly the 
young man of the New Age for whom Blake had looked in 
vain, might have restored the music and sense of proportion 
which the lonely creator of Giants had lost. The beauty of 
Shelley, mysterious rather than obscure, makes the wider 
appeal. But the divine imagination of the two poets is not to be 
| measured by a silver rod or poured out in a golden bowl. Yet 
this may be said, that for good and for evil Blake’s visionary 
faculty was the stronger. His intimacy with his own mytho- 
logical creations gives them a substantiality which Shelley’s 
“figures of indistinct and visionary delineation” lack. The 
psychological subtleties of Urizen, a possession to those with 
patience to discover them, are not attempted by Shelley’s 
Jupiter: Enitharmon is richer in suggestion than the lady of the 
dissolving arms in Alastor or the intellectual beauty of Asia. 
But the abnormal strength of this faculty was in itself a 
hindrance to perfection. It is the pressure of visionary material 
that deforms and obscures the symbolic books and compelled 
Blake again and again to throw his work aside unfinished. Yet 
instinctively he made the wisest use of this power. Had he 
repressed it the balance of his mind might indeed have been 
lost: he protected himself against its dangers by accepting and 
availing himself of all that it brought him. “. . . he sometimes 
thought that if he wrote less he must necessarily do more 
graving and painting, and he has debarred himself of his pen 
for a month or more; but upon comparison has found by no 
means so much work accomplished, and the little that was done 
by no means so vigorous.” The vine was unpruned, but would 
it not have bled to death under the knife? When he was paint- 
ing and designing, the very relief from the drudgery of en- 
graving no doubt increased his mental excitement, and made 
it harder to submit to the discipline necessary for the attain- 
ment of technical excellence. Yet, although his work as an 
artist is full of blemishes due, at least in part, to haste and 
crowded vision, his genius has here been easier of recognition 
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than in his writings. It is the mark of the true mystic that, after 
his initiation into the mysteries of the unitive life, he is im- 
pelled in some way to serve his fellow men. Blake’s letters 
after his return from Felpham, his words to Crabb Robinson, 
and passages in his prose writings, show that he dedicated 
himself to the restoration of imaginative art as passionately as 
Teresa and Catherine of Siena to religious or political reform. 
Tricked and obstructed he seemed to fail, but the originality of 
his inventions has impressed his fellow artists of all schools, 
beginning with some of his most distinguished contemporaries, 
and has gradually won its way with a wider public. The 
insistence of certain modern critics that he must be judged as an 
artist and not as a mystic has only increased his reputation. 

Of the mystic it is harder to speak. Blake did not offer a new 
creed for universal acceptance. He had no illusions about the 
goats and the fools, and no belief in political panaceas. He only 
knew of individual regeneration attained through doubts and 
exaltations and sacrifices of self, and of release from the bonds 
of the material world by a spiritual struggle which tolerated 
no compromise. 


I shd. be sorry if I had any earthly fame for whatever natural glory a man 
has is so much detracted from his spiritual glory. I wish to do nothing for 
profit. I wish to live for art. I want nothing whatever. I am quite happy. 


The account which he has given of his mental experiences in 
the symbolic books can only be understood by those who “put 
off Holiness, and put on Intellect,” and are also capable of 
intimate communion with him; unless spectre and emanation 
are united in the reader he will reproduce Blake’s doctrines in 
a distorted form. Banish, if you will, the symbolic books from 
the City of Art, not as mad or meaningless, but to be pondered 
over in the hermit’s cell just outside the city walls. But even so, 
remember that the man who wrote them had allowed no 
compromise with the material world to cloud his sight. 

“You shall not bring me down to believe such fitting & fitted. 
I know better & please your Lordship—” he wrote with a 
youthful vehemence in his Annotations to The Excursion. “Does 
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not this Fit, & is it not Fitting most Exquisitely too, but to 
what?—not to Mind, but to the Vile Body only & to its Laws 
of Good & Evil & its Enmities against Mind.” 

“C'est une étoile trés pure et trés lointaine dont les rayons 
commencent seulement 4 nous atteindre.” The poet and the 
artist may often have failed to embody his thought and in- 
ventions in a perfect form, and who shall be sure that he has 
read the message of the mystic aright? To recognize and assail 
the evils of repression, of law and morality, to perceive and 
denounce the errors of rulers, teachers, employers, and phil- 
anthropists, needs less insight and less boldness in our day than 
in his. But all this, he would have said, is nothing without the 
healing power of constructive imagination: the moral judg- 
ment must submit itself to the Fourfold, Human Vision. “TI 
have never known a very bad man who had not something 
very good about him.” It was through faith in that Shadowy 
Eighth, the Eternal Individuality of the wanderer through the 
states of error, that he came to the Forgiveness of Sins which 
he had once found so difficult, but which in the end he learnt 
to be the key of Paradise. So the old man, whose wish for a 
little child was that God might make this world as beautiful 
to her as it had been to him, whose eyes, bright with the visions 
he had seen, another child remembered all her life, the old man 
who worked on till the end and died with the gaiety of a saint, 
had solved the riddle for himself and found his own happiness. 
“Tf asked,” wrote Samuel Palmer to Gilchrist, “whether I ever 
knew, among the intellectual, a happy man, Blake would be 
the only one who would immediately occur to me.” 


When William Blake died the Daughters of Inspiration had 
again yielded their place to the Daughters of Memory. Once 


more: 
The languid strings do scarcely move! 
The sound is fore’d, the notes are few! 


In 1826 a young poet had written: 


The disappearance of Shelley from the world, seems, like the tropical 
setting of that luminary (aside, I hate that word) to which his poetical genius 
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can alone be compared with reference to the companions of his day, to have 
been followed by instant darkness and owl-season; whether the vociferous 
Darley is to be the comet, or tender full-faced L. E. L. the milk~and-watery 
moon of our darkness, are questions for the astrologers: if I were the literary 
weather-guesser for 1825 I would safely prognosticate fog, rain, blight in 
due succession for it’s dullard months. 


His prophecy was true of more years than the one. No voice 
yet proclaimed a new revelation. We might fancy that Los, 
Time Spirit, and Genius of Poetry, had ordained a solemn pause 
to honour the death of a beloved son before the current of 
things resumed its course: 


For the spent hurricane the air provides 

As fierce a successor, the tide retreats 

But to return out of its hiding-place 

In the great deep; all things have second birth: 
The earthquake is not satisfied at once. 


But the poets, when they came, were inspired by the later 
leaders of the first and greater revolutionary movement, Byron 
and Shelley and Keats. The Pre-Raphaelites indeed hailed the 
spirit of Blake, but as a bold breaker of idols rather than a 
master in the art of poetry; Rossetti’s amended texts are in the 
manner of the Mathew Preface. 

A lonely guardian of the Divine Vision while he lived, the 
young men of the newer ages have left Blake lonely still. His 
are not the excellences of a schoolmaster; his genius of its very 
nature stands aloof and solitary. 


APPENDIX I 


NOTES ON THE PLATES 


Prats J. WitiiAM Brake aT HampsTeap. 

Pencil drawing by John Linnell, who has written on the back: 
“Mr. Blake. On the Hill before our Cottage at Hampstead, c. 1825, 
I guess.” From the original in the Fitzwilliam Museum, Cambridge. 
For portraits of William and Catherine Blake see Keynes, Bibliography, 
Pp- 479-486. 

Prate I. WittIAM BLAKE AGED 28. 

Pencil drawing by Catherine Blake, and given by her to a friend. 

Now in the possession of Sir Edward Marsh, K.C.V.O., C.B., C.M.G. 
Prats III. CATHERINE BLAKE. 

Pencil drawing by Blake on the back of a leaf of Hayley’s Ballads, 

about 1802. Reproduced by courtesy of the Trustees of the Tate Gallery. 
Prats IV. WiriAM Brake. VISIONARY PoRTRAIT. 

This amusing caricature confirms the view that Blake did not take 
his visionary portraits too seriously. The word “Cancer” is written 
above as Blake was born under that astrological sign, and the drawing 
is thus entitled, Gilchrist, Life, ii, p. 262. In the possession of Mr. F. 
Bailey Vanderhoef, Jr. 

Prate V. WiLt1AM BLAKE. 

Pencil drawing by John Linnell, 1820. From the original in the 

Fitzwilliam Museum, Cambridge. 
Prate VI. Lire Mask. 


Plaster cast from a life mask of 1823 by J. S. Neville. Now in 
the National Portrait Gallery. 
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APPENDIX II 


NEW MODE OF PRINTING 


By Mr. CUMBERLAND 


It had long been conjectured by the author of this paper, in the course of his 
practice of etching on copper, that a new mode of printing might be acquired from 
it, viz: by writing words instead of delineating figures on plates. As this is in the 
power of almost every man, it requires only to know the facility with which it may 
be accomplished for it to be generally practised. 

The inventor in January last, wrote a poem on copper by means of this art; and 
impressions of it were printed by Mr. Blake, in Exchange-alley, Cornhill, which 
answered perfectly well, altho’ it had cost very little more time than common 
writing. Any number of impressions, in proportion to the strength of the biting in, 
may be taken off. The method of performing it is as follows: Heat a copper plate 
over a fire, holding it in a hand-vice, then anoint it with a hard varnish tied up in 
a piece of thin silk, which is composed of the following ingredients. 

Two ounces of virgin wax, two ounces of asphaltum, half an ounce of Burgundy 
pitch and half an ounce of common pitch, melted together. 

Afterwards, whilst the plate is still warm, smooth the ground with a dabber 
made of thin silk stuffed with cotton, and then smoke the whole surface over the 
flame of a candle till it is quite black. 

All these operations a servant may be taught to execute. Next you are to write 
with a pen (of gold if possible) on the varnished plate, so as to leave the copper bare; 
and lastly, after making a ridge of wax round the plate, and searing it down, 
(which in small works, will be best done with a common bougie flattened on account 
of the cotton wick which keeps it from separating) pour on it a mixture of one-third 
strong aqua-fortis, and two-thirds common water, which must remain on it a longer 
or shorter time as the engraving is designed to be deep or faint. 

The author thinks this mode of printing may be very useful to persons living in 
the country, or wishing to print very secretly. 


Cumberland here ignores the fact that the letters would be printed 
reversed, a difficulty of which he had found an imperfect solution in the 
letter to his brother, and which Blake may have overcome by writing 
backwards in the first place with the help of a mirror.1 

The “Mr. Blake” mentioned in Cumberland’s article is presumably 
W. S. Blake, Engraver, who appears in the directory for 1795 at 16 Ex- 
change Alley. The engravings bearing the address Change Alley, which 
have been ascribed to William Blake, are probably, therefore, the work of 
W. S. Blake, as there is no evidence that Blake was in the habit of using this 


1C.F. Mr. Keynes’ account of Blake’s process (Bibliography, p. 11). 
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address (Keynes, Bibliography, pp. 196, 245; Russell, Engravings, pp. 169, 
179). A third, E. Blake, is also mentioned (Russell, p. i) 

It is clear that Cumberland did not claim that he had invented the method 
used by Blake, since he writes to his son on 22nd January 1809: “Tell Blake 
a Mr. Sivewright of Edinburgh has just claimed in Home Philosophical 
Journal of last month as his own invention Blake’s Method—and calls it 
Copper Blocks I think” (quoted from “‘Some Notes on Blake,” Saturday 
Review, 25th August 1906, by Arthur Symons). I have failed to trace the 
reference by Cumberland. 


APPENDIX III 


BLAKE’S CALLIGRAPHY 


Blake’s calligraphy does not seem to have received the attention it 
deserves, and some experts in penmanship have been good enough to give 
me their opinions. 

Professor Selwyn Image writes: 


The excellence of his MS. writing has always seemed to me to lie in these two 
facts. First, it is extremely easy to read—the beauty of its form does not over-assert 
itself, and, so to say, get in the way between you and the matter of the poem. 
Secondly—it is essentially a current script based on ordinary handwriting—and 
this, at least to my thinking, is much in its favour for the purpose of illuminated 
poems as against the more formal MS. type, incomparable as this latter is for 
inscriptions, addresses, records—and so forth. . . . 

Rossetti, if I remember right, was a great admirer of Blake’s writing in his 
illuminated work, and perhaps more or less founded his own on it—as, for example, 


in his design for his sonnet on The Sonnet, beginning “A Sonnet is a Moment’s 
Monument.” 


Mr. Graily Hewitt, on the other hand, considers Blake’s script slovenly 
and unpleasing: 


I imagine he wrote the etched plates in reverse—a thing no pen of a right-handed 
scribe can do and retain the essential pen character—for all ordinary pull strokes have 
then to become push strokes, a fact which essentially alters them. I have at times 
seen some of the writing on the plates, & marvelled, I fear, more at the labour of 
the whole process than admired the result. . . . I was in town this last week, and 
had time (though only an hour) to renew my impression of Blake’s etched writing 
in the British Museum Print Room. I looked at the Songs of Innocence & Experi- 
ence, the Book of Thel, Europe, & America. My former opinion remains that the 
writing, though clear and neat, is commonplace and undistinguished; an imitation 
of printed types, upright and italic; as of one unaware or regardless of the manner 
of mediaeval manuscripts. Just the efficient work of a competent engraver. 

T am no judge of “design” (and you do not ask me about that), but no scribe is 
ignorant of that amount of design which concerns the arrangement of matter on a 
page and the relation of pages to each other. Blake makes his pages with no such 
reference (it seems to me). They are all like miniature broadsheets, independent. 
Perhaps the difficulty of printing back to back led to his disregard of a book as a 
series of diptyches. 

His arrangement of matter on the pages is independent of those traditions, which 
a scholarly scribe may not see ignored without offence. The pleasure of peace too 
does not seem to have been of value to him in a thing to be read. A love of flickering 
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twigs as in a wind, or flutter of flame, or else a weary drooping of stems or pendu- 
lous lines, seems to have suggested to him his accompaniments of writing. Even the 
writing itself sometimes gives forth little streamers most fidgettingly, from heads 
and tails. It is best where it is plainest. Even then it can commit the 
careless errors of the worker-backwards, so that the Y of the title to 
“Europe” appears thus. The writing is perfunctory (in as good a 
sense as that word holds), by which I mean that he seems to have 
thought little of it as a means to his ends, and to have just planted it 
on as decently or insignificantly as he could. His unawareness of the Mediaeval 
works at least saved him from affectations of imitation. And yet—how might he 
not have applied a serious study of them and the potentialities of fine penmanship! 
As it is I can’t help thinking the foolish tree stems in the page (from Songs of 
Innocence) of that ineffable song of “The Lamb,” so terribly futile as to be sacrilege, 
or impudently inept. There is a dreadful bushy tree in the background also, cut out 
by the song itself; and the whole page, to a book-lover is defiled by its slip-shod 
de-composition. 

Tam sorry to shock you so. But that a man should be able to write as well as this, 
and then should care so little for the effect of writing and its relation to the page, is 
one of the things at which one’s perceptive patience goes; as it does with artists who 
paint masterpieces with pigments they have made no enquiry and taken no care about. 


~ Mr. Charles Ricketts allows Blake’s writing mote merit: 


I have ever considered it as of the utmost interest, in its time, and for the singular- 
ity of its achievement in the various difficult mediums he employed. His writing is 
often shapely and vivid but not without flaws in taste: it is often unpleasant when 
treated fantastically or ornamentally in titles, etc. I doubt if an exigent standard 
can be applied to it: it is however very personal and very much alive and both 
these qualities are of the utmost importance. 


The example of Blake’s script given below will enable readers to make 
their own comments on these diverse opinions. 


APPENDIX IV 


THE “ROSSETTI MS.” 


The following account of the MS. is based on Sampson, 1905, pp. 138- 
261, who includes an index showing the pages on which poems, prose, an 
quotations appear, on Keynes, Bibliography, pp. 25-32, and on Keynes’s notes 
on the various sections of the MS. in the Nonesuch edition. I have also 
had the advantage of using the reproduction of the MS. in Mr. Keynes’s 
possession. 

The MS. Book is a foolscap quarto volume consisting of 58 leaves, and 
one folded sheet of smaller paper: Rossetti’s transcript, occupying 33 leaves, 
of which five containing some of the epigrams have been cut out, is bound 
with the MS. The book was used by Blake in the first instance as a sketch 
book. It contains among other drawings designs for the Gates of Paradise, the 
Songs of Experience, the Marriage of Heaven and Hell, and for some of the 
Lambeth Books, but none for either the Songs of Innocence or The Book of Thel, 
which were both etched in 1789. It has therefore been inferred that Blake 
began to draw in this book at about that date. A few of the drawings are in 
sepia or colour, the remainder in pencil, some highly finished and others 
rough sketches. An account of them page by page, based on the photo- 
graphic reproduction, is given below, because they have not been fully 
described elsewhere. The title “Ideas of Good and Evil,” written on the fourth 
page, has been adopted by some editors for the lyrics, but it is partly covered 
by a pencil sketch, and was evidently written before them. It was perhaps 
noted by Blake as the title for the picture book afterwards issued as For 
Children, The Gates of Paradise, which was probably originally intended to 
be a larger volume, since many of the designs are numbered like those in 
the Gates and are similar in size. By about 1793 the book was nearly full of 
drawings, and Blake, reversing it and avoiding at first those pages containing 
the more important sketches, began to transcribe some of the Songs of 
. Experience and other lyrics, using first the three blank pages at the end of 
the book, and continuing as far as page 98. These poems must have been 
written before the end of 1793 as the Songs of Experience were etched in 
1794. The note on page Io contains the earliest date mentioned in the book, 
June 1793, and is printed by Mr. Keynes at the end of the first section of the 
MS. Blake made no use of the book for about seven years, when he again 
reversed it and began writing from the original beginning of the sketch 
book. The first of the new entries is that remarkable poem known as 
“Spectre and Emanation,” which makes use of symbolism which only 
appears in the later symbolic books. Three pages farther on come the three 
verses beginning “Mock on, Mock on, Voltaire, Rousseau,” which seem 
to have been written about the same time as the lines in a letter to Butts of 
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2nd October 1800. Dr. Sampson has therefore concluded that Blake began 
to write in the book again about the time he went to Felpham, that is in 
the autumn of 1800. The epigrams from page 21 are obviously later, as 
they contain allusions to his controversy with Cromek and Stothard, his 
later relations with Flaxman and Hayley, and also a series dealing with art 
and artists, probably an overflow from his annotations on Reynolds’ 
Discourses, written about 1808. Mr. Keynes has therefore printed them in 
two separate sections for the years 1800-1803 and 1808-1811. After the 
Felpham lyrics and before the later epigrams Blake made a few prose notes, 
the last containing quotations which are assigned by Mr. Keynes to 1807, 
as the first of these entries is dated 20th January 1807, and the handwriting 
shows them to have been written about the same time. The epigrams were 
followed by various prose drafts relating to Blake’s pictures. The last entry 
in the book is “The Everlasting Gospel,” a series of fragments which were 
never welded by Blake into a finished poem. These are scattered throughout 
the book, but are written for the most part in vacant spaces on the pages 
containing his draft for a Catalogue for the year 1810, and, owing to lack 
of room, on an additional piece of paper bound in at the end of the book, 
which also contains some of the prose relating to his pictures. Further 
fragments of this poem are written on a small folded leaf, which may have 
originally been inserted in the MS. Book, but has certainly been separated 
from it for many years. There is no indication that these supplementary 
passages were known to Rossetti, but they are summarized by Swinburne in ~ 
his exposition of the poem. The watermark on this leaf is dated 1818. Mr. 
Keynes has, for this reason, ascribed the poem to a date not before 1818, and 
Blake must therefore have used the MS. book at intervals from 1789 to 
1818, although the latest date mentioned in the book is that of an extract 
from Bell’s Weekly Messenger, 4th August 1811. The various sections are 
dealt with chronologically in the text. 


DRAWINGS 


Note.—I have failed in several cases to find that Blake made further use 
of the sketches in this MS., but readers familiar with his drawings will 
probably be able to add substantially to the number of identifications. 
Where the drawing has been reversed this has been mentioned to serve as a 
clue to students of his symbolic use of right and left. 

Page 2. Daphne with back to spectator and left arm stretched up to a 
tree. She is rooted in the ground. See page 36 for another version which 
has been reproduced by Ellis and Yeats. A third version is in the British 
Museum Print Room. 

P. 4. At top profile of forehead and nose, and another unfinished sketch 
of a profile, which either has a stubbly beard or the line of the chin has been 
scribbled out. 

Below is the sketch which has been taken to represent Blake in bed and. 
his wife sitting on the edge of the bed pulling on one of her stockings. 
(Ellis and Yeats reproduced this, but pronounced it “risqué.”) When Blake 
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was using the book again to write in during the Felpham period this old 
sketch seems to have suggested the epigram written below it: 


“When a Man has Married a Wife, he finds out whether 
Her knees & elbows are only glewed together.” 


Keynes, Nonesuch, ii, p. 213. 

P. 5. A tall figure of a man with small close-shaven head in a straight robe 
disclosing the right foot—neck and arms bare—a wide band at wrist. The 
head is in profile and he holds up both arms bent at the elbows. It suggests 
a priest at some ceremony, and is also not unlike the figure of the Delphic 
charioteer, of which, however, Blake cannot have seen a drawing. It is 
drawn sideways on the page. 

P. 6. A man is getting into a window above a doorway in order to escape 
from a tiger crouching below. This is a sketch for Hayley’s Ballads, Plate II 
of “The Elephant,” showing that Blake used the MS. Book as a sketch-book 
at a later date than has been supposed hitherto. 

Below is the head of a tiger, probably a sketch for that of “The Tyger” in 
the Songs of Experience. 

P. 7. Faint sketch of three straight-robed figures like that on page 5, arm 
in arm and wearing some sort of head-dress. 

P. 8. A torn scrap of paper pasted on to the page with an outline drawing 
of three struggling figures. Part of a sketch for the Preludium of Europe. 
On the upper half of the page, sideways, is a faint sketch of a girl kneeling 
before a tall bearded figure. 

P. 9. Water-colour drawing at right angles, filling whole page. A Gothic 
cloister supported on columns under which a warrior is striding with a 
shield on his left arm and a raised sword gripped in his right hand. To the 
right is a wood with bare young tree trunks, a hill on the horizon, and a 
stormy sky. The terrified figure of a woman in a long dress is flying through 
the wood. It suggests an illustration for a terror novel, and may have been 
intended for Mrs. Radcliffe’s The Romance of the Forest. 

P. 11. Faint sketch, sideways, of a crowned figure in a long robe with 
right arm outstretched towards another tall figure seen from behind. There 
are other figures behind the Queen (?). This may be a sketch for the eighth 
subject for A History of England, “Boadicea inspiring the Britons against the 
Romans,” etc. (Keynes, Nonesuch, i, p. 276). 

Below, on the left, is a recumbent man with two small figures at his head: 
this group is probably not connected with the main episode. 

P. 12. Full-face sketch of a man resembling Henry VIII with cap and 
close curls. This has been scribbled over. 

P. 13. Water-colour drawing filling the whole page. Two bell-shaped 
flowers with spiked leaves hanging over. Beneath the bell of one a circle of 
little figures is dancing in the air. Below, the King and Queen of the fairies 
are reposing in a rose-like flower. The design on the cover of the second 
edition of Gilchrist’s Life was adapted by Frederick Shields from this sketch. 
Gilchrist describes it as a sketch “for a picture which was exhibited some 
years ago at Manchester,” but this picture is referred to in W. M. Rossetti’s 
Catalogue as “Oberon and Titania on a Lily” (Gilchrist, Life, i, p. xxi, and 
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ii, p. 251). Gilchrist is, therefore, probably confusing it with the plate from 
the Song of Los in which the king and queen are resting in two lilies. None- 
such, Plate XX VII. 

P. 15. In the centre is a sketch for “The Traveller hasteth in the Evening” 
(The Gates of Paradise, 14). These words and the figure 39 are written 
below it. 

Left top corner man standing with legs wide apart holding with both 
hands a sword (?) with point downwards. Below, a figure with a dog 
looking up at him. 

Above the traveller are two sketches of an old man flying with a human 
body in his mouth, and a similar head to right of traveller. There are several 
of these figures and heads on other pages of the MS. W. M. Rossetti 
(Gilchrist, Life, ii, p. 258, 27(b)) suggests that they may represent Lucifer 
with Judas, from Dante’s “Hell,” but they are not like the design in the 
Dante series. Some of them are reproduced by Ellis and Yeats. 

P. 16. Two more flying figures devouring a human body. Below, left, 
nude man, centre a woman with children, one clings to her skirt, and the 
other stretches out his hand to her. 

P. 17. Two more masks with human figure in mouth, one of them much 
foreshortened. Below, a shrouded skeleton receiving the Traveller (evi- 
dently the same with hat and stick as in the other design, p. 15). His left hand 
is outstretched and left foot crossing the threshold. Below is written “are 
glad when they can find the grave. Job.” This is probably a rejected design 
for “Death’s Door,” The Gates of Paradise, 15. 

P. 18. A man in armour on horseback, behind is a woman kneeling, with 
a child in her arms. 

P. 19. Top left-hand corner, a profile. Centre, sketch for The Gates of 
Paradise, 10. The Plate has the words, ““What are these? Alas! the Female 
Martyr, Is She also the Divine Image?” The sketch has: 

“Ah lackless babe born under cruel star 

And in dead parents baleful ashes bred 

That little weenest now what sorrows are 

Left thee for portion of thy livelihood. Spenser.” 


The sketch is numbered 68. 

P. 20. A group of five figures sitting on the ground. Central figure with 
legs crossed and knees up to breast. Two figures each side turning toward 
him. One of those on his left is pointing upwards. The figures on the right 
seem to be holding musical instruments. They are sitting under a tree with 
spreading roots. 

P. 21. At left top corner the profile of a young man with a beard and long 
curling hair. This appears to be an imaginary classical head, not a portrait. 

Below is the sketch of a rose-like flower. The figure of a woman with 
outstretched arms rushes down from the top petals to a male figure reclining 
below and looking up toward her. Below the drawing is a quotation from 
Shakespeare’s Sonnets: 

“Everything that grows 


Holds in perfection but a little [moment] 


”? 
. 
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P, 22. Rough sketch of a group of three figures. The centre figure seated, 
before whom kneels a suppliant. A standing figure turns away on the left. 
It is numbered 17. There is no legend, and it has been written over. 

P. 23. A bird cage suspended and padlocked with a bird hovering over it 
on the left. The cage contains a crouching figure. The shape and size suggest 
that it may be a rejected design for The Gates of Paradise, but there is no 
legend; the number is not decipherable. 

P. 24. The expulsion of Adam and Eve from Paradise. It is numbered 18 
and may be a rejected design for The Gates of Paradise. ; 

P. 25. A slight sketch conveying an extraordinary amount of feeling. 
A figure holding another, who has the head thrown back, is sitting on a 
door-step to the right—to the left below the step a man is sitting with a 
woman leaning against him. Between the two groups is a woman flinging 
herself on her knees, with streaming hair and hands stretched up to heaven. 
This may be a first sketch of “Plague” in Europe (see reproduction, Keynes, 
Nonesuch, Plate XIII). The kneeling figure is the same (reversed), so is the 
lower group except that the woman’s legs are stretched out. The upper 
group is omitted and the man with the bell comes between the kneeling 
figure and the others. Number 23 (32 erased). 

P. 26. A figure with a shield and sword is standing in the prow of a boat 
from which a man bearing a standard has just landed. Other armed figures 
are in the boat and on shore. One has a trumpet. This may be a sketch 
for “The Landing of Julius Caesar” (No. 7 of the Subjects for History of 
England). 

P. 27. A very indistinct sketch. There appear to be two figures looking 
down on another lying on the ground, numbered 24. It may have been a 
design for The Gates of Paradise. Below is a quotation from Milton which is 
not decipherable. 

P. 28. Sketch for woman and child below “The Argument” in Visions 
of the Daughters of Albion (reversed). 

P. 29. Two figures, the upper one hovering over the other. The lower 
figure resembles the lower part of the title-page of America. It is numbered 
19, and a former number has been erased. 

P. 30. Four little figures flying and dancing in the sky. Below is written: 

“A fairy vision of some gay 
Creatures of the element who 
in the Colours of the rainbow live. 


Milton.” 


The quotation is from Comus, ll. 298-300. The sketch is not numbered but 
otherwise suggests a design for The Gates of Paradise. 

P. 31. Very slight sketch of two figures, foremost a woman holding her 
hands up; she seems to be standing on a cloud. Numbered 35. It may have 
been a design for The Gates of Paradise. 

P. 32. Design for the Eagle rending the flesh of Oothoon in The Visions 
of the Daughters of Albion, p. 3 (reversed). 


P. 33. Very faint sketch of a recumbent figure on a couch with another 
kneeling beside it. 
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P. 34. Sketch for The Gates of Paradise, 11 (reversed). “My son My son” 
and the number 16 written below. 

P. 35. The central figure is draped and seems to be walking on the clouds. 
' There are two cherubs each side, one of whom has his left hand in the 
figure’s right and is pulling him (or her) forward. It is numbered 13 (12 
erased) and was probably a rejected design for The Gates of Paradise. 

P. 36. Another version of Daphne with 


“As Daphne was root bound 
Milton” 


written below. (The quotation is from Comus.) 

P. 37. Slight sketch of figure in bed with five others gazing down upon it. 
Numbered 26 (10 erased). It may have been intended for The Gates of 
Paradise. 

P. 38. Indecipherable, sketches written over. 

P. 39. Sketch of a man standing in a doorway with a child beside him 
who is crying. To the left is a dead or dying figure in bed with a woman 
half kneeling beside it. It is numbered 25 (26, 26, 14 erased) and may have 
been for The Gates of Paradise. 

P. 40. Very rough sketch for Plate 9 of The Gates of Paradise (reversed). 

P. 41. A father and mother standing near a doorway welcoming two 
children who have run to them. A tree to the right. It is numbered 27 (37 
and 14 erased) and may have been intended for The Gates of Paradise. 

P. 42. An old man with a crutch hobbles forward, stretching out his 
hand to grasp a little winged figure. This is possibly a first sketch for “Aged 
Ignorance,” The Gates of Paradise, 14, but in the design adopted the old man 
has already caught the little dove and is clipping its wings. 

P. 43. Sketch for title-page of the Songs of Experience (reversed). It is 
numbered 28 {15 erased) but was presumably never intended for The Gates 
of Paradise. In the list of the Songs of Innocence and of Experience it is numbered 
29 (Keynes, Nonesuch, iii, p. 351). 

P. 44. Sketch for Nebuchadnezzar, The Marriage of Heaven and Hell, p. 24. 

P. 45. Sketch for The Gates of Paradise, 16. Below it is written: 


“T have said to corruption thou art 
my father, to the worm thou art 
my mother & my sister. 
Job.” 
It is numbered 21 (13 erased). 

P. 46. Rough sketch of a man approaching a sleeping figure in bed and 
looking round apprehensively. “Murder” is written below. 

P. 47. Two figures flying through the air with arms outstretched. Between 
their arms is a smaller figure with arms raised. Numbered 29. Below, a 
woman’s head, nearly full face, with mediaeval head-dress. 

P. 48. Another smaller sketch for Nebuchadnezzar which has been 
written over. 

P. 49. Two figures, one erect, the other on the ground behind. Numbered 
15 (23 and another number erased). The sketch has been written over. 
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P. so. Nude man with dagger in right hand, left also outstretched, head 
thrown back and face much foreshortened. Neither legend nor number. 

P. 51. Rough sketch of a circle of small figures dancing round a tree, in 
the branches of which is seated another figure. Below is a large sketch of the 
top figure. No legend. Numbered 42 (40 erased). 

P. 52. Sketch for Aged Ignorance, with legend not decipherable. The 
Gates of Paradise, 11. Below is written “Aged Ignorance.” 

P. 53. Sketch written over and not decipherable. 

P. 54. Woman’s head in profile, scrawled over. Below, man with crutch 
guided by a child. It might be a sketch for the upper part of “London” in 
Songs of Experience (reversed), but the man has no beard, and the child is 
not turning toward him. 

Below, sketch for the colour print of “The Elohim creating Adam.” 

P. 55. Slight sketch of seated figure with child leaning against the knees. 

P. 56. A man about to jump off a cliff but a hand grasps his left ankle. 

P. 57. Figure reclining on scroll or cloud. Numbered 34 (another figure 
erased). 

P me The central sketch is for The Gates of Paradise, 10, numbered 33 
(45 erased). There are other sketches above. All are written over. 

P. 59. Sketch for The Gates of Paradise, 12, number indecipherable. 
Sketch of a crouching figure below. 

P. 60. A man clasping a woman round the waist as she tries to escape. 
The subject might be the pursuit of Enitharmon by Los. Possibly an alter- 
native design for the bottom of p. 2 of Africa. Numbered 29 (erased). 

P. 61. Sketch for The Gates of Paradise, 13 (reversed). Numbered 31 
(29 erased). Legend, “What we hope we see.”” 

P. 63. Design for The Gates of Paradise, 4 (reversed). Below is written, 
“T found him beneath a tree in the Garden.” 

P. 64. Small drawing, indecipherable. 

P. 65. Sketch for “The Angel,” Songs of Experience, p. 41. 

P. 66. A profile, probably of Blake, and a vague sketch below. Both 
written over. 

P. 67. Profile of Blake. A drawing from this by Shields is reproduced in 
Gilchrist, Life, i, facing p. 374. Below, rough sketch of two figures. Num- 
bered 47. 

P. 68. Sketch for frontispiece of The Gates of Paradise. The sketch differs 
slightly from the final design, the leaf on which the caterpillar is crawling is 
wider and is the front instead of back of leaf, and the leaf in which the child 
is lying projects above his head. Below is written “what is man that thou 
shouldst magnify him and that thou shouldst set thine heart upon him. 
Job (vii. 17).” 

P. 69. Design for The Gates of Paradise, 6, with: 


“At length for hatching ripe he breaks 


the shell. Dryden.” 


written below. 


P. 70. Top left corner, drawing of a face. Centre, rough sketch of five 
figures with raised arms. 
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“ : 71. Design for The Gates of Paradise, 15; “Death’s Door” is written 
elow. 

P. 72. Flying figure; a corner has been cut out. 

P. 73. Three studies of an eagle. Centre, woman holding a baby. Below it, 

“Yet can I not persuade 
me thou art dead. 
Milton.” (“Death of a Fair Infant.”’) 
Numbered 36 (15 erased). 

P. 74. Top, middle, profile of man. Overlapping it head of man with 
curls, nearly full face. To left, statuesque drawing of woman with a dead 
infant at her feet, and to left again, indecipherable drawing. To right, 
beautiful statuesque figure. 

Below, left, flying figure; centre, sketch for figure with bowed head in 
Visions of the Daughters of Albion, p. 4: right, profile, apparently a portrait. 

Below, left and centre, despairing figures: right, rough sketch for the 
frontispiece of the Songs of Experience (reproduced Keynes, Nonesuch, 
Plate X). Below, sketch for the head at the bottom of the Preludium of 
Europe and another similar head. 

P. 75. Top left, another sketch for the same head; centre, sitting figure 
of man with head bent forward, in profile. Right, two figures in the coils 
of a serpent. Under it is written, “‘a Vision of Fear.” Below is the figure of 
a man holding a bird in left hand and something in right. 

Centre group of three figures. To the right of it is written “A Vision of 
Hope.” W. M. Rossetti has taken the words to apply to the drawing, below 
which is apparently a study of hair or flames. He writes: “. . . the Hope is 
most peculiar—merely a view of long human hair from the back of the head, 
gently waving. Perhaps Blake was thinking of the line, 

“And Hope enchanting (sic) smiled, and waved her Golden hair.’” 
; (Gilchrist, Life, ii, p. 258.) 
Between it and bottom centre is the figure 38. The bottom group is very 
faint—apparently 2 figures. To left, mask with human figure in mouth— 
very faint. . 

P. 76. A group of several standing figures which has been written over. 

P. 77. Little flying figure of a child which might be for The Gates of 
Paradise. Below, figure lying with right arm above head. Very faint, but 
Blake has carefully preserved it from being written over. It may be a sketch 
for a figure in The Marriage of Heaven and Hell. 

P. 78. Sketch for the last plate of Visions of the Daughters of Albion 
(reversed). 

P. 79. Sketch indecipherable. Numbered 12. 

P. 80. Rough sketch of woman and children. 

P. 81. Man with legs crossed and stretching out his arms across dark globe 
or egg from which a few rays come. Numbered 32 (another number 
erased). Possibly another version of The Gates of Paradise, 2. 

P. 82. Sketch of Mrs. Blake’s head. A drawing from it by Shields is 
reproduced in Gilchrist, Life, i, facing p. 374, with the head of Blake from 
MS. The book has been turned upside down in drawing this. 
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P. 83. Woman sitting with baby on her knees. It might be another 
version of “Infant Sorrow” for Songs of Experience or of the drawing on 
p. 73. Below is an indecipherable legend from Shakespeare. It is numbered 

or 27. 
at 84. Two little figures walking by moonlight. This might be an unused 
sketch for The Gates of Paradise. 

P. 85. Nude man with beard—squatting with legs crossed in a Buddha- 
like attitude. He appears to be chained to a rock and his wrists seem to be 
fettered. Numbered 20. Below is written: 


“Whose changeless brow 


‘ : 
Ne’r smiles nor frowns Donne.” 


This legend is from the fourth stanza of “The Progresse of the Soule.” 


“Great Destiny the Commissary of God, 
Thou hast mark’d out a path and period 
For every thing; who, where wee of-spring tooke, 
Our wayes and ends seest at one instant; Thou 
Knot of all causes, thou whose changelesse brow. 
Ne’r smiles nor frownes, O vouch thou safe to looke 
And shew my story, in thy eternall booke: 
That (if my prayer be fit) I may understand 
So much my selfe, as to know with what hand, 

How scant, or liberall this my lifes race is spand.” 


This is, so far as I am aware, the only indication that Blake had read 
Donne’s poems. 

A similar drawing, entitled “Fate,” is now in the possession of Com- 
mander Oliver Locker Lampson. 

P. 86. Very indistinct. Group of three women draped—drawn sideways. 

P. 87. Very faint sketch of a standing figure and another half reclining 
with raised arm. Numbered 6. 

Pp. 88 and 89. Sketches, written over and not decipherable. 

P. 90. Rough drawing of reclining figure gazing upwards. Drawn 
sideways. 

P. or. Design for The Gates of Paradise, 5 (reversed). Below is written: 


“Forthwith upright he rears from off the pool 
His mighty stature. ; s 
Milton. 
(Paradise Lost, Book I.) 
Numbered 6 (4 erased). 
P. 92. Above is a sketch for Hayley’s Ballads like that on p. 6, though 
smaller. In the centre is a rough drawing, reversed, for Visions of the Daugh- 


ters of Albion, Plate 7 (Oothoon hovering over Theotormon). Both are 
written over. 


P. 93. Sketch for The Gates of Paradise (reversed). Below is written: 
“Rest, rest, Perturbed Spirit. 
Numbered 3. Shakespeare.” 
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Two drawings for The Gates of Paradise, 4. 
P. 94. Two similar designs for 4, one in water colour, numbered 5. 
Below this is written: 


“Thou hast set thy heart as the 
heart of God. 
Ezekiel.” (Ez. xxviii, 6.) 


P. 95. Sketch for The Gates of Paradise, 2. Much rubbed: quotation from 
Shakespeare below indecipherable. Numbered 4. 

P. 96. A sketch drawn sideways on the page has been written over. It is a 
rough drawing for the frontispiece to Ewrope, as compasses are still dis- 
tinguishable and it bears the legend, ““Who shall bind the infinite?” 

P. 97. Man squatting behind a tree trunk with knees far apart and right 
elbow between them, holding a dagger in his hands. Numbered 33. This 
was used in “Malevolence,” mentioned in Blake’s letter to Dr. Trusler. 

P. 98, Sketch written over and indecipherable. 

P. 100. Ditto. 

P. ror. Slight drawing of a man pushing away a woman. Below is 
written, “Begone and trouble me no more.” It is numbered 56 (26 erased). 

P. 102. Adam and Eve, drawn sideways. 

P. 104. Sketch (drawn sideways) of God the Father, God the Son, and 
angels for Paradise Lost, cf. pp. 110 and 111 below. 

Pp. 106 and 107. Indecipherable. 

P. 108. Very rough sketch (drawn sideways). Apparently a figure seated 
with outstretched arms as in America, Plate 10, but confused and indistinct. 

Pp. 110 and 111. Group extending over a page and a half, drawn side- 
ways. This is probably a first sketch for Paradise Lost, God the Father, God 
the Son, and Satan. Cf. Milton’s Poems (Paradise Lost), Nonesuch, Plate 
facing p.74. . 

P. 112. Sketch for Satan in the colour print “Satan exulting over Eve.” 
Also drawn sideways. Above, to the right, is another sketch which may 
have been part of the original design but has been obliterated. 


APPENDIX V 


EXTRACTS FROM VARLEY’S 
“ZODIACAL PHYSIOGNOMY” 
AND “URANIA” 


With respect to the vision of the Ghost of the Flea, seen by Blake, it agrees in 
countenance with one class of people under Gemini, which sign is the significator 
of the Flea; whose brown colour is appropriate to the colour of the eyes in some full- 
toned Gemini persons. And the neatness, elasticity, and tenseness of the Flea are 
significant of the elegant dancing and fencing sign Gemini. This spirit visited his 
imagination in such a figure as he never anticipated in an insect. As I was anxious 
to make the most correct investigation in my power, of the truth of these visions, on 
hearing of this spiritual apparition of a Flea, I asked him if he could draw for me 
the resemblance of what he saw: he instantly said, “I see him now before me.” 
I therefore gave him paper and a pencil, with which he drew the portrait, of which 
a facsimile is given in this number. I felt convinced by his mode of proceeding that 
he had a real image before him, for he left off and began on another part of the 
paper to make a separate drawing of the mouth of the Flea, which the spirit having 
opened, he was prevented from proceeding with the first sketch, till he had closed it. 
During the time occupied in completing the drawing, the Flea told him that all fleas 
were inhabited by the souls of such men as were by nature blood-thirsty to excess, 
and were therefore providentially confined to the size and form of insects; otherwise, 
were he himself, for instance, the size of a horse, he would depopulate a great 
portion of the country. He added, that if in attempting to leap from one island to 
another, he should fall into the sea, he could swim, and should not be lost. This 
spirit afterwards appeared to Blake, and afforded him a view of his whole figure; 
an engraving of which I shall give in this work. 


The engraving was not included in the unfinished Treatise, but the draw- 
ing was found in a sketch-book which had belonged to Varley, and was 
reproduced in “A Varley-and-Blake Sketch-Book,” by W. B. Scott (The 
Portfolio, vol. ii, 1871). 

An account of Varley’s rare pamphlet will be found in Keynes’s Biblio- 
graphy, pp. 315-318. 


344 


EXTRACTS FROM VARLEY’S: “‘URANIA”’ 345 


FroM URANIA OR THE ASTROLOGER’S CHRONICLE, AND MysticaL MAGAZINE. 
Epirep By Merunus Ancuicus, Jun. (LoNDoN, 1825) 


NATIVITY OF MR. BLAKE, 
The Nipstical Artist. 


Nov. 28, 
: PP, 31757. 


Ju. 45a. p.m. 


PLANETS LATITUDE 


) 2.20 S heres 21 0.42 N 3 2.02 N 
Q 2.10 S 8 0.40 N 


The above horoscope is calculated for the estimate time of birth, and Mr. Blake, 
the subject thereof, is well known amongst scientific characters, as having a most 
peculiar and extraordinary turn of genius and vivid imagination. His illustrations of 
the Book of Job have met with much and deserved praise; indeed, in the line which 
this artist has adopted, he is perhaps equalled by none of the present day. Mr. Blake 
is no less peculiar and outré in his ideas, as he seems to have some curious inter- 
course with the invisible world; and according to his own account (in which he is 
certainly, to all appearances, perfectly sincere) , he is continually surrounded by the 
spirits of the deceased of all ages, nations, and countries. He has, as he affirms, held 
actual conversations with Michael Angelo, Raphael, Milton, Dryden, and the 
worthies of antiquity. He has now by him a long poem nearly finished, which he 
affirms was recited to him by the spirit of Milton; and the mystical drawings of this 
gentleman are no less curious and worthy of notice, by all those whose minds soar 
above the cloggings of this terrestrial element, to which we are most of us too fastly 
chained to comprehend the nature and operations of the world of spirits. 

Mr. Blake’s pictures of the last judgment, his profiles of Wallace, Edward the 
Sixth, Harold, Cleopatra, and numerous others which we have seen, are really 
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wonderful for the spirit in which they are delineated. We have been in company 
with this gentleman several times, and have frequently been not only delighted 
with his conversation, but also filled with feelings of wonder at his extraordinary 
faculties, which, whatever some may say to the contrary, are by no means tinctured 
with superstition, as he certainly believes what he promulgates. Our limits will not 
permit us to enlarge upon this geniture, which we merely give as an example 
worthy to be noticed by the astrological student in his list of remarkable nativities. 
But it is probable that the extraordinary faculties and eccentricities of idea which 
this gentleman possesses, are the effects of the Moon in Cancer in the twelfth house 
(both sign and house being mystical), in trine to Herschell from the mystical sign 
Pisces, from the house of science, and from the mundane trine to Saturn in the 
scientific sign Aquarius, which latter planet is in square to Mercury in Scorpio, and 
in quintile to the Sun and Jupiter, in the mystical sign Sagittarius. The square of 
Mars and Mercury, from fixed signs, also, has a remarkable tendency to sharpen 
the intellects, and lay the foundation of extraordinary ideas. There are also many 
other reasons for the strange peculiarities above noticed, but these the student will 
no doubt readily discover. 


APPENDIX VI 


EXTRACT FROM 
“REVUE BRITANNIQUE” 


PARIS, 1833, TROISIEME SERIE, TOME IV, PP. 183-6 


Les deux plus célebres habitans de Vhépital de Bethlem, sont lincendiare 
Martin, frere ain€ du peintre Martin, et Blake surnommé le Voyant. Lorsque 
j eus passé en revue et soumis 2 mon examen toute cette populace de criminels et 
dinsensés, je me fis conduire a la cellule de Blake. C’était un homme grand et pale, 
parlant bien, vraiment éloquent; dans toutes les annales de la démonologie, rien 
west plus extraordinaire que les visions de Blake. 

Il wait pas victime d’une simple hallucination, il croyait fermement, pro- 
fondément a la réalité de ses visions; il conversait avec Michel-Ange, il causait 
avec Moise, il dinait avec Sémiramis; rien de charlatanique chez lui; il était 
conpaincu. Le passé lui ouvrait ses portes ténébreuses; le monde des ombres 
accourait chez lui; tout ce qui avait été grand, étonnant, célebre, venait poser 
devant Blake. 

Cet homme s’était constitué le peintre des Spectres; devant lui, sur sa table, des 
crayons et des pinceaux se trouvaient toujours placés, et lui servaient a reproduire 
les physionomies et les attitudes des ses héros qu'il n’évoquait pas, disait-il, mais 
qui venaient le prier d’eux-mémes de faire leurs portraits. J'ai compulsé de gros 
volumes rempli$ de ces effigies parmi lesquelles j’ai remarqué le portrait du Diable 
et celui de sa mere. Quand j’entrai dans sa cellule, il dessinait une puce dont le 
spectre, ace qu'il prétendait, venait de lui apparaitre. 

Edouard III était un des habitués les plus assidus; pour reconnaitre cette 
condescendance du monarque, il avait fait d ’huile, son portrait, en trois séances. 
Je lui adressai des questions qui devaient V'étonner, mais auxquelles il répondit 
naivement et sans aucun trouble. 

“Ces messieurs se font-ils annoncer? lui demandai-je. Ont-ils soin de vous 
envoyer leur carte? 

—Non, mais je les reconnais des qu’ils paraissent. Je ne m attendais pas a voir 
Marc-Antoine hier au soir, mais j’ai reconnu le Romain des qu'il a mis le pied 
chez moi. 

—A quelle heure vos illustres morts vous rendent-ils visite? 

—A une heure; quelquefois leur visites sont longues, quelquefois courtes. Jai 
vu ce pauvre Job avant-hier: il n’a voulu rester que deux minutes; j'ai a peine eu le 
temps d’en faire une esquisse que j'ai ensuite copiée a l'eau forte. . . . Mais chut. 
..- Voici Richard III. 

—O} le voyez-vous? 

-—-En face de vous, de l'autre cbté de la table. C'est sa premiere visite. 
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—Comment savez-vous son nom? 

—Mon esprit le reconnait, mais je ne sais pas comment. 

—Quelle est sa physionomie? 

—Rude, mais belle: je ne vois encore que son profil. Le voici de trois quarts; 
ah! maintenant il se tourne vers moi; il est terrible 4 contempler. 

—Pouvez-vous le questionner? 

—Assurément, que voulez-vous que je lui demande? 

—S'il prétend justifier les meutres qu'il a commis pendant sa vie? 

—Votre demande lui est déja parvenue, nous conversons d’dme a ame, par 
intuition et par magnétism. Nous n’ avons pas besoin de paroles. 

—Quelle est la réponse de Sa Majesté? 

—La voici, un peu plus longue qu il ne me l’a donnée: vous ne comprendriez pas 
le langage des esprits. Il vous dit que ce que vous appelez meutre et carnage nest 
rien; qu’en égorgeant quinze ou vingt mille hommes on ne leur fait aucun mal; que 
la partie mortelle de leur étre non seulement se conserve, mais passe dans un meilleur 
monde, et que l'homme assassiné qui adresserait dés reproches a son assassin se 
rendrait coupable d’ingratitude, puisque ce dernier n'a fait que lui procurer un 
logement plus commode et une existence plus parfaite. Mais laissez-moi, il pose 
tres bien maintenant, et si vous dites un mot il s’en ira.” 

Je quittai cet homme auquel on n’ avait rien a reprocher et qui ne manquait pas de 
talent comme graveur et comme dessinateur. 

This article is a translation, but the English original has not been dis- 
covered. 


*The legend of Blake’s confinement in Bedlam has its source 
in this article in the Revue Britannique. Dr. Richardson’s reckless 
assertion that Blake had been in an asylum for thirty years 
(of. pp. 301, 304, 388) was probably also indirectly derived from 
this article. I have now discovered the origin of the article in 
a paper in the Monthly Magazine for March 1833, entitled “Bits 
of Biography: Blake, the Vision Seer, and Martin, the York 
Minster Incendiary.” The first part is entirely concerned with 
Blake: the second describes a visit to Bedlam, where Martin 
was the most famous of the inmates. I will quote the first part 
in full that readers may have the opportunity of comparing it 
with the description of the interview with Blake in the French 
article. It will be observed that all the visionary sitters, except 
Richard III, introduced in the Revue Britannique have been 
alluded to in the Monthly Magazine, and that the conversation 
with the royal sitter is an almost literal translation, but the 
French writer has inadvertently substituted the Crookback for 
the handsome Edward III. He has also drawn on his imagina- 
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tion for the erroneous description of Blake as a tall, pale man, 
but has ignored the interesting addition to contemporary 
accounts of Catherine Blake. 


Blake was an embodied sublimity. He held converse with Michael 
Angelo, yea, with Moses; not in dreams, but in the placid still hours of 
night—alone—awake—with such powers as he possessed in their full vigour. 
Semiramis was often bodily before him; he chatted with Cleopatra, and the 
Black Prince sate to him for a portrait. He revelled in the past; the gates of 
the spiritual world were unbarred at his behest, and the great ones of bygone 
ages, clothed in the flesh they wore on earth, visited his studio. He painted 
from spectres. I have seen several of his pictures—of men who died “‘many 
anno-dominis ago,” taken from their ghosts. The shadow of a flea once 
appeared to him, and he drew it. 

His may be deemed the most extraordinary case of spectral illusion that 
has hitherto occurred. Is it possible that neither Sir Walter Scott, nor Sir 
David Brewster, the authors of “Demonology and Witchcraft” and 
“Natural Magic,” ever heard of Blake? Allan Cunningham, unless I am 
grossly mistaken, had, even prior to the appearance of the former work, 
introduced the Vision-seer to the public—in which of his productions, 
however, I cannot recollect; so that, being unable to refer to what he has 
narrated on the subject, I am in danger “of repeating upon him.” But this 
shall not daunt me. 

Blake was not the victim of a mere optical delusion. He firmly believed 
in what he seemed to see. He had no doubt but that the spectre of Edward 
the Third frequently visited him. He painted the Monarch, in oil, at three 
sittings. Bruce would now and then call to converse with him. He recog- 
nized at a glance the ghost of any great personage the moment it appeared. 
He had no doubt of its identity. His friend Marc Antony had not sent in 
his card: no one had announced him: yet he knew the Roman, and named 
him at sight. 

About midnight the illustrious dead used to drop in upon him: some- 
times their visits were short, but, frequently, as protracted as he could wish. 
I have been present on these occasions. One night, while we were engaged 
in criticizing his own extravagant, yet occasionally sublime illustrations of 
the book of Job, engraved by himself, he suddenly exclaimed, “Good God! 
here’s Edward the Third.” “Where?” “On the other side of the table; you 
can’t see him, but I do; it’s his first visit.” “How do you know him?” 
“My spirit knows him—how I cannot tell.” “How does he look?” “Stern, 
calm, implacable; yet still happy. I have hitherto seen his profile only, he 
now turns his pale face toward me. What rude grandeur in those linea- 
ments!” “Can you ask him a question?” “Of course I can; we have been 
talking all this time not with our tongues but with some more subtle, some 
undefined, some telegraphic organ; we look and we are understood. 
Language to spirits is useless.” “Tell him that you should like to know 
what he thinks of the butcheries of which he was guilty in the flesh.” “T have 
while you have been speaking.” “What says his majesty?” “Briefly this: 
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that what you and I call carnage is a trifle unworthy of notice: that destroying 


five thousand men is doing them no real injury; that their important part -— 


being immortal, it is merely removing them from one state of existence to 
another; that mortality is a frail tenement, of which the sooner they get 
quit the better, and that he who helps them out of it is entitled to their 
gratitude. For, what is being hewn down to the chine to be compared with 
the felicity of getting released from a dreary and frail frame?” “His doctrines 
are detestable and I abhor them.” “He bends the battlement of his brow 
upon you; and if you say another word, will vanish. Be quiet, while I take 
a sketch of him.” 

His widow, an estimable woman, saw Blake frequently after his decease: 
he used to come and sit with her two or three hours every day. These 
hallowed visitations were her only comforts. He took his chair and talked 
to her, just as he would have done had he been alive: he advised with her 
as to the best mode of selling his engravings. She knew that he was in the 
grave; but she felt satisfied that his spirit visited, condoled, and directed her. 
When he had been dead a twelvemonth, the devoted and affectionate relict 
bate in nothing “until she had had an opportunity of consulting 
Mr. Blake.” 


_ The second part also corresponds closely with the account 
of Bedlam and of Jonathan Martin in the Revue Britannique, 
although the latter has been somewhat curtailed. By unscrupu- 
lously stringing together the two bits of biography the French 
writer has put Blake into Bedlam, and so created a legend 
which may now be regarded as completely disproved. 

The article in the Monthly Magazine is unsigned, but a com- 
parison with the extract from Urania, quoted in Appendix V, 
suggests that it may well have been from the same hand. 
R. C. Smith (Merlinus Anglicus) no doubt owed his intro- 
duction to Blake to his fellow astrologer, Varley, and the view 
taken of Blake’s powers by the writer in the Monthly Magazine 
is consonant with Varley’s. 
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* An asterisk indicates a new note included for the first time. 
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introduced to Stothard by another 
engraver, Trotter (Gilchrist, Life, i, 
p- 33). 

P. 13, 1. 26. Keynes, Nonesuch, 
ili, p. 64. 

P. 14, L. 1. Ibid., p. 76. 

P. 14, |. 14. Barry was made Pro- 
fessor of Painting in 1782, but was 
deprived of his office and expelled 
from the Academy in 1799. He died 
in great poverty in 1806, just before 
the first payment of the annui 
purchased for him by the Royal 
Society was due. He was buried 
in St. Paul’s near Sir Joshua. (The 
Farington Diary, iii, pp. 153, 161.) 
Farington gives a further account of 
Barry, iv, p. 84, stating that he had 
really saved a large sum of money 


although he allowed a subscription 
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to be opened for his benefit. Johnson 
(Boswell’s Life, 26th May 1783) 
said of Barry’s paintings at the 
Royal Society: “Whatever the 
hand may have done, the mind has 
done its part. There is a grasp of 
mind, there, which you find no 
where else.” Blake had a copy of 
Barry’s An Account of a Series of 
Pictures in the Great Room of the 
Society of Arts in which he drew a 
pencil sketch of Barry (Keynes, 
Bibliography, p. 418; Gilchrist, Life, 
i, p. 48). Blake would also have had 
some sympathy with Barry’s ram- 
bling Inquiry into the Real and Im- 
aginary Obstructions to the Acquisition 
of the Arts in England. 

P. 14, 1. 27. Annotations to Rey- 
nolds, Keynes, Nonesuch, iii, p. 6. 

P. 15, lL. 5. The Works of James 
Barry, Esq., i, p. 336. 

P. 15, |. 14. Gilchrist, Life, i, p. 54. 

P. 15, 1. 19. Letter from Flaxman 
to Hayley, Russell, Letters, p. 52. 

P. 15, 1. 22. Ibid. John Hawkins, 
F.R.S., was the younger brother of 
Sir Christopher Hawkins of Tre- 
withen, and lived at Bignor “Place, 
near Petworth. He wrote several 
treatises on methods of mining, 
ancient and modern, and was also a 
traveller and archaeologist. Hayley 
in a letter to Flaxman of 14th Sep- 
tember 1809 refers to him as “the 
Attic Master of Bignor Park.” 
(Fairfax Murray Collection.) 

P. 16, 1. 12. Symons, Blake, p. 398. 

P. 16, 1. 16. The name is written 
“Butcher” in the marriage register. 
Cf. Symons, Blake, p. 45. 

P. 16, 1. ar. Letter to Hayley, 
Keynes, Nonesuch, ii, p. 185. 

P. 17, 1. 9. Gilchrist, Life, i, p. 59. 
He does not give his authority. 

P. 17, |. 16. Reynolds, Discourses, 
vii. 
P. 17, |. 32. J. T. Smith, Nollekens 
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and His Times, edited by Wilfred 
Whitten, ii, pp. 351-352. 

P. 17, 1. 37. J. T. Smith, A Book 
for a Rainy Day, London, 1845, p. 
83. 

P. 18, 1. 13. Mrs. Montagu, “The 
Queen of the Blues,” Reginald Blunt. 
Letter to Mrs. Vesey of 12th August 
1777. 

P. 18, 1. 19. Letter to Mrs. Eliza- 
beth Carter of the late ’seventies or 
early ’eighties. 

P. 18, 1. 24. Jerusalem, Keynes, 
Nonesuch, iii, p. 311. 

P. 18, 1. 26. The Marriage of 
Heaven and Hell, given only by 
Keynes, Nonesuch, i, p. 193. 

P. 18, 1. 35. Symons, Blake, p. 
359. 

P¥i9,)l 12. Thidiin' 360, 

P. 19, 1. 18. Annotations to Rey- 
nolds, Keynes, Nonesuch, iii, pp. 
I5-16. 

P. 19, 1. 22. Ibid., i, pp. 59-82. 

* P. x9, 1. 23. Doubt has been 
thrown on Gilchrist’s authority for 
his description of the Mathews’ 
circle, as later on Blake’s relations 
with that of Johnson, the book- 
seller, but An Island in the Moon 
suggests that he is likely to have had 
some basis for his caricatures. Mary 
Anne Galton, afterwards Mrs. 
Schimmelpennick, says that their 
butler always referred to the learned 
Lunar Society, of which her father 
was a member, as the Lunatics. Is it 
not probable that Blake knew of 
the existence of this Birmingham 
Society, and that it suggested his 
title? Mrs. Schimmelpennick men- 
tions the names of some of the 
members—Dr. Priestley, Dr. Parr, 
Richard Lovell Edgeworth, Day of 
Sandford & Merton, Sir William 
Herschell, Sir Joseph Banks, Watt 
of the steam engine, Joseph Ber- 
rington, the historian, and an 
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absent-minded Dr. Stokes, from 
whose pocket there escaped during 
dinner a large yellow-and-black 
snake. 

P. 10, 1. 37. Taylor also figures as 
the half-crazy enthusiast in Isaac 
d'Israeli’s Vaurien, and as “the 
modern Pletho” in his Curiosities 
of Literature. Damon’s conjecture 
would make it improbable that An 
Island in the Moon could have been 
written as early as 1784, the date 
formerly ascribed to it (Damon, 
Blake, pp. 32-33). 

P. 22, 1. x. The first lines of the 
last verse of the song “Phebe and 
Jellicoe” 

“Happy people, who can be 

In happiness compar’d with ye?” 
seem a reminiscence of Cowley’s 
“Grasshopper,” quoted in Bysshe’s 
Art of Poetry, which Blake possessed: 
“Happy Insect what can be 

In happiness compar’d to Thee?” 

* P, 22, 1. 3. Mr. Keynes has 
found and described a sketch book 
of Robert Blake’s, with corrections 
by William. See Keynes: Blake 

Studies, 1948. 

P. 22, 1. 9. Russell, Engravings, p. 
28. 

P. 22, L. 12. Gilchrist, Life, i, p. 57. 

P, 22, 1. 17. Keynes, Nonesuch, 
ili, pp. 107-109. 

P. 22, 1. 29. Russell, Engravings, 
pp. 150-151. Another drawing by 
Robert Blake is in the Graham 
Robertson collection; others were 
recently given to the Tate Gallery, 
and a drawing of “Hamlet and the 
Ghost,” in an album of Blake’s 
drawings at the British Museum 
Print Room, is probably by him. 

P. 22, l. 35. Keynes, Nonesuch, ii, 
p- 180. 
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P. 23, 1. 8. Ibid, i, p. 82. : 


P. 23, 1. 16. Symons, Blake, pp. 
363-364, 381. Smith says that he 
used carpenter’s glue instead of gum 
to mix with his colours, and Gil- 
christ, Life, i, p. 70, says that St. 
Joseph had given him this hint in a 
vision. Gilchrist states, but without 
giving his authority, that Mrs. 
Blake next morning spent 1s. rod. 
of their last halfcrown on the 
necessary materials. 

P. 24, l. 1. Keynes, Bibliography, 
p. 10. The Cumberland Letters, edited 
by Clementina Black, pp. 317, 337- 


P. 24, |. 13. Keynes, Nonesuch, i, 
p- 344. 

P. 24, 1. 15. At the time of his 
first extant correspondence with 
Blake, Cumberland was employed 
in the victualling department of the 
War Office (The Hampstead Annual, 
1903, “Letters of William Blake to 
George Cumberland, edited by 
Richard Garnett”). He was also 
employed during his earlier years at 
the Royal Exchange Assurance 
Office (Binyon, The Engraved De- 
signs of William Blake, p. 12). 


P. 24, L. 15. Thomas Taylor, The 
Platonist, by William E. A. Axon, 
London, 1890, from which the 
account of Taylor in the previous 
section is also taken. 


P. 24, 1. 27. Keynes, Nonesuch, i, 
p- 189. 

P. 25, l. 10. Readers will find a full 
and authoritative account of Blake’s 
illuminated printing in Laurence 
Binyon’s The Engraved Designs of 
William Blake, which was not 
published in time for reference 
here. ; 
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CHAPTER II 


P. 27, 1. 5. Mysticism, by Evel 
Underhill, p. a i a 

P. 28, 1. 8. Milton, Keynes, None- 
such, ii. p. 352, explained by note, 
p- 397. : 

P. 28, 1. 27. Quoted from Damon, 
Blake, p. 2609. 

* P. 28, 1. 32. Mr. Wicksteed has 
also suggested a connection with 
Salzmann’s Elements of Morality. 
(Times Literary Supplement, 18th 
February, 1932.) 

P. 29, 1. 12. Damon, Blake, p. 268. 

P. 29; 1. 15. Ibid., p. 40. 

P. 29, I. 35. Keynes, Nonesuch, i, 
p- 170. 

P. 30, L. 5. Damon, Blake, p. 269. 

P. 30, 1. a1. Ibid., p. 256. 

P. 30, 1. 34. Keynes, Nonesuch, 
i, pp. 189-191. 

P. 32, 1. 26. It has been suggested 
that Mnetha may be intended as an 
anagram of Athena. 

P. 33, 1. 6. Keynes, Nonesuch, i, 
pp. 147-148. 

P. 33, 1. 38., Gilchrist, Life, ii, p. 
274. 

P. 33, 1. 39. Etched 17809. 

P. 37, l. 1. H. M. Morris, Flax- 
man, Blake, and Coleridge, p. 89. 

P. 37, l. 7. Keynes, Nonesuch, i, 
p. 186. 

P. 37, 1. 14. Blake’s own index, 
written about 1818, is not a final 
authority in the distribution as he 
altered it himself in later copies 
(Keynes, Nonesuch, iii, pp. 350- 
351). 

* P. 37, 1. 18. The Note-Book of 
William Blake, called The Rossetti 
Manuscript, edited by Geoffrey 
Keynes, was published by the None- 
such Press in 1935, and contains a 
reproduction of the Note-book. 

P. 38, 1. 2. Letters of Dante Gabriel 


Rossetti to William Allingham, p. 
23%. 

P. 38, 1. ar. A Critical Essay, ch. ii. 

P. 38, 1. 35. Keynes, Nonesuch, i, 
pp. 217-252. 

P. 39, 1. 10. Max Plowman (Times 
Literary Supplement, 18th November 
1926) concludes after examining the 
photographic reproduction of the 
Rossetti MS. that Blake intended the 
stanza entitled “In a Mirtle Shade” 
(Keynes, Nonesuch, i, p. 228) as the 
end of “Infant Sorrow.” The two 
poems would then read as one, the 
last stanzas being in the order given 
by Keynes in the margin. It has been 
suggested that the lines 
“My mother groan’d! my mother 

wept, 

Into the dangerous world I leapt:” 
may have been a reminiscence of 
Robert Greene’s 
“The wanton smiled, father wept, 

Mother cried, baby leapt.” 

(Sephestia’s Lullaby.) 
In this case there is no corroborating 
quotation in Bysshe’s Art of Poetry, 
but the resemblance between the 
two passages is striking. 

P. 39, 1. 14. Keynes, Nonesuch, 
iii, pp. 338-349. A drawing with the 
inscription For Children: The Gates 
of Hell, now in the possession of Mr. 
Graham Robertson, appears to have 
been intended for the title-page of a 
companion volume, but if a work 
with this title ever existed it has been 
lost. Keynes, Bibliography, p. 186. 

P. 39, 1. 15. Keynes, Nonesuch, i, 
pp. 276-277. 

P. 39, 1. 18. Ibid., p. 276. 

P. 39, l. 20. Three small water- 
colour designs in the collection of 
Mr. Graham Robertson were prob- 
ably intended for it. See Appendix 


IV, pp. 336-338. 
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CHAPTER III / 


P. 41, l. 5. Gilchrist, Life, i, pp. 56 
and 59. 

P. 4r, 1. 11. Ibid., p. 93. 

P. 41, 1. 13. Ibid., p. 358. 

P. 42, l. 12. Priestley addressed a 
series of letters to the Swedenbor- 
gians in 1791 attacking their tenets, 
to which J. Proud and John Bellamy 
replied. 

P. 42, 1. 31. Tatham tells this story 
in a less melodramatic form: “Blake 
advised him immediately to fly, for 
he said: ‘If you are not now sought, 
I am sure you soon will be.’ Paine 
took the hint directly, and found he 
had just escaped in time.” Russell, 
Letters, p. 40. 

P. 43, l. 7. Blake made ten draw- 
ings, of which only six were used. 
These are now in the collection of 
Mr. A. E. Newton. One of the 
unpublished illustrations is repro- 
duced in Gilchrist’s Life, i, p. 90, 
and two in Keynes, Bibliography. 
Blake engraved about sixteen of the 
fifty-one plates after Chodowiecki, 
in Mary Wollstonecraft’s translation 
of Salzmann’s Elements of Morality, 
for the use of children; with an 
Introductory Address to Parents, 
1791. See Keynes, Bibliography, pp. 
235-236. In 1791 Blake also en- 
graved five plates for The Botanic 
Garden, by Erasmus Darwin, which 
was published by Johnson. The 
engraving of the “Fertilization of 
Egypt,” after Fuseli, is signed by 
Blake, but the four of Wedgwood’s 
Portland vase are unsigned. Keynes, 
Bibliography, pp. 234-235; and Rus- 
sell, Engravings, pp. 158-159. 

P. 43, 1. 16. John Knowles, Life 
and Writings of Henry Fuseli, i, pp. 
165-168. 

P. 43, l. 19. Damon, Blake, p. tor. 

P. 43, 1. 25. Gilchrist, Life, i, p. 92. 


Gilchrist does not give his authority 

for the statement, and no allusion to 

Blake by Godwin or Mary Woll- 

stonecraft has been found. H. L. 

Bruce (“William Blake and Gil- 

christ’s Remarkable Coterie of 
Advanced Thinkers,” Modern Phil-— 
ology, February 1926) throws doubt 

on Blake’s connection with the 

Johnson set. It is, however, likely 

that Gilchrist’s reconstruction is not 

far out. Tatham, from whom he 

probably obtained information de- 

rived from Mrs. Blake, places the 

Paine episode at Johnson’s, and says: 

“He was intimate with a great many 

of the most learned and eminent 

men of his time, whom he generally 

met at Johnson’s, the bookseller of 
St. Paul’s Churchyard” (Russell, 

Letters, pp. 39-40). Palmer also 

wrote: “Thrown early among the 

authors who resorted to Johnson, 

the bookseller, he rebuked the pro- 

fanity of Paine, and was no disciple 

of Priestley” (Gilchrist, Life, i, p. 

347). 

P. 43, 1. 33. Russell, Letters, p. 26. 

P. 44, 1. 7. Ibid., pp. 23-24. This 
incident occurred when Blake was 
living in Lambeth. 

P. 44, 1. 29. Keynes, Nonesuch, 
il, pp. 152-170. 

P. 44, 1. 38. The Bishop intimates 
that it would have been better for 
the Christian World had Paine died 
before the publication of his book. 

P. 45, 1. 22. The Age of Reason, ch. 
Vii. 
Phyo. Argh. CF 
“Can you have greater Miracles than 

these? Men who devote 
Their life’s whole comfort to en- 
tire scorn & injury & death?” 
Brae Keynes, Nonesuch, ii, p. 
337. 


NOTES 


P. 46, |. 23. Blake’s first known 
reference to the “Everlasting Gos- 
pel,” a phrase which he took from 
Revelation, xiv, 6. 

P. 46, l. 30. Keynes, Nonesuch, ii, 
pp. 171-172. 

P. 47, 1. 5. Annotations to Rey- 
nolds, Keynes, Nonesuch, iii, p. 20. 

P. 47, 1. 7. Ibid., p. 40. 

P. 47, l. 12. Damon, Blake, p. 337. 
Blake also quoted Bacon with 
approbation in a letter to Trusler, 
see page 76. 

P. 47, 1. 27. The Marriage of 
Heaven and Hell, Keynes, Nonesuch, 
1, p. 103. 

* P. 48, 1. 2. Formerly in the Lin- 
nell collection, now in the Hunting- 
ton Library. 

P. 48, 1. 3. A Critical Essay (1906), 
DPE 

P. 48, 1. 15. Keynes, Nonesuch, 
i, pp. 203-204. 

P. 49, l. 16. In 1800 Johnson pub- 
lished a portrait of Lavater engraved 
by Blake (Russell, Engravings, p. 
169). Tatham says that Blake, dis- 
satisfied with his work, threw the 
plate across the room in a passion. 
When someone asked whether he 
had not injured it, he replied with 
his usual fun: “Oh! I took good care 
of that!” (Russell, Letters, pp. 31- 
32). 

* P. 49, 1. 16. Formerly in the 
possession of Samuel Palmer, now 
in the Huntington Library. 

P. 49, 1. 24. Gilchrist, Life, i, p. 62. 

P. 50, 1. 12. Cf. “He who can be 
bound down is No Genius. Genius 
cannot be Bound; it may be Ren- 
der’d Indignant & Outrageous. 

“Oppression makes the Wise Man 

Mad.’ 
Solomon.” 


spy 


(Annotations to Reynolds, Keynes, 
Nonesuch, iii, p. 44.) 


P. 50, 1. 40. Minutes of the First 
Seven Sessions of the General Con- 
ference of the New Church, p. xx. 
Crabb Robinson says: “He was in- 
vited to join the Swedenborgians 
under Proud, but declined. . . .” 
Joseph Proud (1745-1826) was 
minister of the New Church. 
Robinson’s statement is apparently 
erroneous. Vaterldndisches Museum. 
Translated by K. M. Esdaile, The 
Library, 1914, p. 247. 

P. 51, 1. 12. Keynes, Nonesuch, i, 
pp- 118-129. 

P. st, l. 34. Quoted from Mystic- 
ism, by Evelyn Underhill, pp. 120, 
T21. 

Dirg2, U2. 1bid.. 0. 242. 

P. 52, l. 7. Keynes, Nonesuch, i, 
pp. 130-131. 

P. 52, 1. 8. Ibid., pp. 131-132. 

P. 52, 1. 27. Ibid., pp. 176-180. 

P. 53, 1. 1. Milton, ibid., ii, p. 337. 


P. 53, l. 6. Blake said to Crabb 
Robinson that “Swedenborg was 
wrong in endeavouring to explain 
to the rational faculty what the 
reason cannot comprehend” (Mor- 
ley, Crabb Robinson, p. 5.) 


P. 53, 1.10. The Marriage of Heaven 
and Hell is not dated, and it is usually 
assigned to 1790, as Blake speaks at 
the beginning of thirty-three years 
having passed since the coming of 
Swedenborg’s New Age. It is prob- 
able that some of the Songs of Ex- 
perience were written after he had at 
any rate begun it, but I have dealt 
with it after them because the mood 
is that which synthesizes the Con- 
trary States and is therefore psycho- 
logically later. 
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P. 53, l. 29. A Critical Essay (1906), P. 58, 1. 28. Jerusalem, Keynes, i 
p- 227. Nonesuch, iii, p. 167. 

P. 53, 1. 32. Keynes, Nonesuch, i, P. 60, 1. 8. Ibid., p. 300. 
pp. 181-195. P. 61, 1. 4. The First Book of 


P. 54, 1. 29. Ibid., pp. 196, 197. In 
a copy of A Song of Liberty belong- 
ing to Mr. Frank Rinder line 6 reads 
“And weep and bow thy reverend 
locks.”” Max Plowman, Letter to the 
Times Literary Supplement, 22nd 
October, 1925. 

P. 56, 1. 8. Jerusalem, Keynes, 
Nonesuch, iii, p. 312. 

P. 56, 1. 9. Letter to Butts, ibid., 
li, p. 246. 

P. 56, 1. 19. Morley, Crabb Robin- 
son, pp. 49, 50. For the history of the 
words “genius” and “talent” see 
Words and Idioms by Logan Pearsall 
Smith, ch. iii. 

P. 56, l. 37. Jerusalem, Keynes, 
Nonesuch, iii, p. 177. 

P. 57, 1. 8. The Life of the Learned 
and Pious Dr. Henry More, by 
Richard Ward (pp. 86, 87 in re- 
print, 1911). 

P. 57, 1. 13. Ibid., p. 91. This 
condemnation would probably have 
covered Blake’s visions. Damon, in 
his commentaries, suggests resemb- 
lances to both More and Thomas 
Vaughan, and emphasizes Blake’s 
knowledge of the Timaeus. 

P. 57, 1. 17. Descriptive Catalogue, 
Keynes, Nonesuch, iii, p. 94. 

P. 57, 1. 19. Laocoon, ibid., p. 358. 

P. 57, 1. 21. On Virgil, ibid., p. 
362. 

P. 58, 1. 21. There is possibly some 
mystical reference in the 7 and 3, 
and it is curious that the triple-beat 
measure approximated to the metre 
of much Hebrew verse as deter- 
mined by modern scholars. See, for 
example, the rhythmical translation 
of Isaiah, x, 1-4, in Early Religious 
Poetry of the Hebrews, by E. G. King, 
D.D., pp. 106, 107. 


Urizen, ibid., i, p. 316. 

P. 61, 1. 7. Jerusalem, ibid., iti, p. 
art. 

P. 61, |. 8. Milton, ibid., ii, p. 309. 

P. 61, 1. 9. Jerusalem, ibid., iti, p. 
290. 

P. 61, 1. 13. “Beulah” is the 
Hebrew word for married, and the 
Muses are “Beulah’s Daughters.” 
See Damon, Blake, p. 365. Cf. 
Isaiah, \xii, 4 and 5. Blake may also 
have had in mind Bunyan’s Beulah. 

P. 61, 1. 14. Reproduced, None- 
such, i, facing p. 292. Russell, 
Engravings, p.71, describes the plate as 
“Subject Resembling the Ecstasy of 
St. Mary Magdalene,” to which 
Keynes objects that the figure is that 
of aman (Bibliography, p. 115, note). 
The interpretation given in the text 
reconciles these contrary opinions. 

P.._ 61; L217. Letter stow butts. 
Keynes, Nonesuch, ii, p. 209. 

P. 62, 1. 1. Introductory lines 
found in two copies only of Europe, 
Keynes, Nonesuch, i. p. 294. An- 
other reference to Rasselas may be 
detected in the amusing visionary 
head of “The Man who built the 
Pyramids,” obviously not a victim 
to “that hunger of imagination 
which preys incessantly upon life.” 

P. 62, 1. 25. Paradise Lost, book 
viii, 1. §79, etc. Crabb Robinson 
reports in his Diary that Blake said 
on one occasion: 

“T saw Milton in Imagination And 
he told me to beware of being mis- 
led by his Paradise Lost. In particular 
he wished me to show the falsehood 
of his doctrine that the pleasure of 
sex arose from the fall. The fall could 
not produce any pleasure. I an- 
swered the fall produced a state of 
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evil in which there was a mixture of 
good or pleasure. And in that sense 
the fall may be said to produce the 
pleasure. But he replied that the fall 
produced only generation and death. 
And then he went off upon a ramb- 
ling state [-ment?] of Union of 
sexes in Man as in God, an And- 
rogynous state in which I could not 
follow him—” (Morley, Crabb 
Robinson, p. 9). 

That inestimable reporting angel 
has unfortunately repeated this con- 
versation -in his later “Reminis- 
cences,” changing “pleasures of 
sex” into “sexual intercourse,” and 
hence Blake has been accused of 
misunderstanding Paradise Lost. The 
reference is, of course, to the Ninth 
Book, and marks his objection to 
the inference that the “pleasures of 
sex” are enhanced by lust. 

P. 62, 1. 32. Milton, Keynes, 
Nonesuch, ii, p. 356. 

P. 62, 1. 34. This account of 
Blake’s sex mysticism is based on 
Mr. Foster Damon’s “The Fifth 
Window” (Damon, Blake, ch. xv). 

P. 62, 1. 35. Vala, ibid., p.98. 4 

P. 63, 1. 3.° Russell, Letters, pp. 


30-31. 

P. 63, 1. 7. Gilchrist, Life, i, p. 359. 

P. 63, 1. 14. A.E., The Candle of 
Vision, p. 2. 

P. 63, 1. 16. The Marriage of 
Heaven and Hell, Keynes, Nonesuch, 
i, p. 182. 

P. 63, 1. 18. Ibid., p. 183. 

P. 63, 1. 24. Ibid., iii, p. 160. 

P. 63, 1. 37. Morley, Crabb Robin- 
son, p. 9. 

P. 64, 1. 3. A Vision of the Last 
Judgment, Keynes, Nonesuch, iii, 
pp- 160-161. 

P. 64, |. 17. Ibid., i, p. 344. A letter 
from Thomas Taylor, the Platonist, 
to George Cumberland, dated 16th 
October 1798, quoted by A. 
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Symons, Saturday Review, 25th 
August 1906, suggests that Taylor 
was one of the “Abstract Philo- 
sophers” referred to. “With respect 
to your novel, since you desire me 
to give you my opinion freely of its 
merit, I must own that I think it 
more entertaining than instructive, 
more ingenious than moral. I will 
not, indeed I cannot suppose that 
you would undertake to defend 
lasciviousness publickly; and yet to 
me it is as much patronized by the 
conduct of your Sophisms as by the 
works of Mrs. Wollstonecraft. You 
will doubtless excuse the freedom of 
this Opinion, when you consider 
that as I am a professed Platonist, 
love with me is true only in pro- 
portion as it is pure; or, in other 
words, in proportion as it rises 
above the gratification of our brutal 
part.” 

P. 64, 1. 22. Keynes, Nonesuch, 
ill, p. 219. 

P. 64, 1. 28. Ibid., ii, p. 303. 
© P. 64, 1. 32. Swinburne, A Critical 
Essay, p. 16. 

P. 64, 1. 37. A Vision of the Last 
Judgment, Keynes, Nonesuch, iii, 
p- 158. 

Paeos; el 
Robinson, p. 13. 

P. 65, 1. 8. Tour to the Hebrides, 
16th September. 

P. 65, 1. 16. Visions of the Daughters 
of Albion, Keynes, Nonesuch, i, p. 
261. 

P. 65, 1. 19. Ibid., p. 258. 

P. 65, 1. 25. Ibid., ii, p. 238. See 
pages 165, 166. 

P. 66, 1. 6. Ibid., iii, p. 108. 

P. 66, 1. 26. Gilchrist, Life, i, p. 
125. 

P. 67, l. 1. Symons (Blake, p. 217) 
records a remark of Rodin’s on 
Blake’s drawings: 

“T was once showing Rodin some 
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facsimiles of Blake’s drawings, and 
telling him about Blake, I said: “He 
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good working health.” Herschel 
describes hypnagogic images of | — 


used to literally see these figures; 
they are not mere inventions’; ‘Yes,’ 
~ said Rodin, ‘he saw them once; he 
should have seen them three or four 
times.’ ” 

It is probable that Blake’s weaker 
inventions are hasty records of 
something seen in imagination and 
not fully and repeatedly visualized, 
but J. T. Smith, Symons’ Blake, p. 
378, records that he often saw a 
vision of the figure in “The Ancient 
of Days,” and Wicksteed, The 
Quest, vol. iii, nos. 1 and 3, gives 
instances of the adaptation and im- 
provement of earlier designs. At the 
side of a sketch of Adam and Eve 
guarded by angels in the possession 
of Mrs. W. Bateson is written 
“Note: to make the thigh of Eve to 
join better to her Body & also to 
make her a little bigger or Adam less 
[to make a right foot to the Angel, 
del.|—to make the hips of Adam 
less.” Cf. Galton’s account of 
“Mental Imagery” in Inquiries into 
Human Faculty. 

P. 67, 1. 16. Gilchrist, Life, i, pp. 
362-363. 

P. 67, 1. 30. Life of Samuel Palmer, 
p. 24. 

P. 67, 1. 33. Gilchrist, Life, i, p. 
300. 

P. 68, 1. 11. Galton’s account of 
“Visionaries” in Inquiries into Human 
Faculty. He says: “. . . the familiar 
hallucinations of the insane are to be 
met with far more frequently than 
is commonly supposed, among 
people moving in society and in 


various types in his lecture “On 
Sensorial Vision” (Familiar Lectures 
on Scientific Subjects, Lecture IX). 
Since writing this account I have 
come across “An Introductory 
Study of Hypnagogic Phenomena,” 
by F. E. Leaning (Proceedings of the 
Society for Psychical Research, May 
1925) in which the whole question 
is fully discussed. Cf. Keats to 
Reynolds, 25th March 1818. 

P. 68, 1. 19. This account of the 
experiences of another visionary will 
be helpful to those who wish to 
understand Blake. 

P. 68, 1. 24. Keynes, Nonesuch, 
ili, pp. 93-94. 

P. 69, l. 6. Gilchrist, Life, i, p. 370. 

P. 69, 1. 25. Letter to Hayley, 
Keynes, Nonesuch, ii, p. 261. 

P. 69, l. 34. The Correspondence of 
Robert Southey with Caroline Bowles, 
edited by Edward Dowden, p. 194. 

P. 70, 1. 9. Morley, Crabb Robin- 
son, p. 12. 

P. 70, 1. 14. Keynes, Nonesuch, ii, 
p. 244. 

P. 70, 1. 28. Ibid., p. 307. 

P. 71, 1. 2. David Lloyd. Quoted 
from The Influence of Milton on 
English Poetry, by R. D. Havens, p. 
398. 

P. 71, 1. 5. Keynes, Nonesuch, iii, 
p. 45. 

P. 71, 1. 16. The Marriage of 
Heaven and Hell, ibid., i, p. 183. 

P. 71, 1. 25. Ibid., ii, p. 283. 

P. 71, 1. 35. Rossetti MS., ibid., iii, 
P- 57- 


CHAPTER IV 


P. 73, 1. 5. Russell, Letters, p. 25. 
Gilchrist, Life, i, p. 98, describes a 
house on the west side, but it is 


shown by the Lambeth rate books 
that Blake’s house was on the east 
side. Symons, Blake, p. 70, note. 


NOTES 


P. 73, 1. 12. Gilchrist, Life, i, p. 
112. The story has been modified in 
the second edition quoted above: 
the first edition has the additional 
phrase, “a little to the scandal of 
wondering neighbours on more 
than one occasion. However they 
knew sufficient of the single-minded 
artist not wholly to misconstrue 
such phenomena.” 

P. 73, 1. 22. A Critical Essay, p. 


333. 

P. 74, 1. 16. Ellis. The Real Blake, 
Pp. 192-193. 

P. 74, 1. 34. In the possession of 
Mr. Graham Robertson. 

P. 74; 1. 42. Story, Linnell, i, p. 
160. 

P. 74, 1. 43. Life of Samuel Palmer, 
p- 256. 

P. 75, 1. 20. The Life of Thomas 
Holcroft, by Elbridge Colby, i, p. 
xxxiii. 

* P. 75, 1. 23. Some account of 
Captain Butts’s hereditary interest in 
Blake will be found in his daughter’s 
brilliant fragment of autobiography, 
The Crystal Cabinet, Methuen, 1937. 

P. 75, |. 23. Information given by 
Mrs. Colville-Hyde. 

P. 75, 1. 25. Mr. George C. Smith, 
Jr., of New York, kindly allows me 
to quote the following passage from 
a letter of Samuel Palmer to Anne 
Gilchrist of 22nd December 1863, 
which is in his possession: 

“T have one and only one sugges- 
tion to make, or rather one protest 
to lodge against what I believe to be 
a misconception of Mr. Butts, Junr. 
concerning the Lambeth garden 
scene—I most certainly do not be- 
lieve it as he seems to have related it. 
Many years ago I remember a 
wandering rumour of something 
distantly like it—probably the very 
thing which, told him by his father, 


grew unconsciously in his memory. 


361 


Precisely as he tells it, I disbelieve 
it, because it is so very unlike Blake.” 
P. 75, 1. 29. Russell, Letters, p. 25. 

P. 75, 1. 36. Ibid., p. 29. 

P. 76, 1. 9. Ibid. pp. 27-28. 
Symons (p. 72) says he gave up 
other pupils from courtesy because 
he had refused the royal offer, but 
it is not clear that the post was 
actually offered to him. 

P. 76, 1. 12. Gilchrist, Life, i, p. 
293. 

P. 76, 1. 15. Keynes, Nonesuch, i, 
Pp- 274-276. 

P. 77, 1. 11. Ibid., p. 44. The differ- 
ent states of this engraving are 
described by Russell, Engravings, p. 
67. 

P77 Ale nss Gilchrist, Lie, 1, ps 
111. Keynes, Bibliography, pp. 252- 
253. Russell, Engravings, p. 195. 

P. 77, 1. 20. Keynes, Bibliography, 
pp. 216-217. 

P. 77, 1. 22. Ibid., pp. 149-153. 

P. 77, 1. 34. Keynes, Nonesuch, 


ill, p. 321. 
Pl78, 158: Op. City p23. 
P. 78, 1. 9. “The Graham 


Robertson Collection,” by A. G. B. 
Russell, London Mercury, July 1920. 
Mr. Graham Robertson’s experi- 
ments in reconstructing the process 
were so successful that his copy of 
one of the colour prints in his 
collection appeared at a well-known 
auctioneer’s as an original Blake and 
was only withdrawn when identi- 
fied by himself. 

*P.78, 1. 9. Mr. Graham Robert- 
son’s own account of the process is 
quoted by Mr. Todd, Gilchrist, p. 
397- 

P. 78, 1. 21. Cosway, the minia- 
turist, was a follower of Sweden- 
borg: he asserted that he could raise 
the dead, and that the Virgin had 
sat to him, and God and Christ had 
conversed with him. Redgrave, A 


362 


Century of English Painters, iP 424. 

Cf. Epigram 39, Nonesuch, ii, 
p- 67. Russell, Letters, p. 55, quotes 
from a letter of Richard Cosway’s 
to George Cumberland in which, 
after praising the outline of a picture 
by Leonardo which Cumberland 
had left with Mrs. Cosway, he says: 
“T hope it will not be long before I 
shall be able to request a sight of the 
picture. Why do you not get Blake 
to make an engraving of it? I should 
think he would be delighted to 
undertake such a work, and it would 
certainly pay him very well for what- 
ever time and pains he may bestow 
upon such a plate, as we have so very 
few of Leonardo’s works well 
engraved, and the composition of 
this picture is so very graceful and 
pleasing, I am convinced he might 
put almost any price on the print 
and assure himself of a very exten- 
sive sale.’ This is probably the 
cartoon of the Virgin and St. Anne 
now in the Diploma Gallery. The 
Secretary informs me that it is 
referred to in the Council Minutes 
in 1791 as having been for some 
time in the possession of the Royal 
Academy. There is no trace of an 
engraving by Blake of this or of any 
other work by Leonardo. 

P. 79, 1. 8. The reference is 
probably to Fuseli. 

P. 79, 1. 15. The “Explanation of 
the Engravings” is probably by 
Fuseli. 

P. 79, 1. 16. Keynes, Bibliography, 
p- 202. Russell, Engravings, pp. 36, 
73-82. The complete series of 
designs was for some time in the 
possession of Mr. Bain of the Hay- 
market and is now in the collection 
of the late Mr. W. A. White of New 
York. Some of them were described 
by the late Frederick Shields (Gil- 
christ. Life, ii, pp. 289-307). Crabb 
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Robinson says that the publisher 
refused to sell the drawings (Vater- 
landisches Museum, trans. by K. M. 
Esdaile, The Library, vol. v, p. 249). 

P. 79, 1. 24. Published anonym- 
ously in 1759. 

P. 79, 1. 28. Keynes, Nonesuch, i, 
p- 344. See page 24. 5 

P. 79, 1. 36. Russell, Engravings, 
Pp- 37, 163-166. 

P. 79, 1. 36. Cumberland says in 
an appendix to the Outlines (pp. 47- 
48): “. . . but one thing may be 
asserted of this work, which can be 
said of few others that have passed 
the hands of an engraver, which is, 
that Mr. Blake has condescended to 
take upon him the laborious office 
of making them, I may say, fac- 
similes of my originals; a compli- 
ment, from a man of his extra- 
ordinary genius and abilities, the 
highest, I believe, I shall ever re- 
ceive:—and I am indebted to his 
generous partiality for the instruc- 
tion which encouraged me to 
execute a great part of the plates 
myself; enabling me thereby to 
reduce considerably the price of the 
book.” 

He also mentions Blake’s en- 
graving in a letter to his son of 17th 
June 1824 as a model for C. Stoth- 


‘ard, who was then doing some 


work for him: 

“And as to the possibility of its 
being done I need only refer to all 
those engraved by Blake from my 
drawings, particularly plates 14 and 
19, of which I sent up the plates to 
be carefully, I hope, repaired by 
Blake if they are worn by printing. 
He understands me, and how to 


keep a free and equal outline, which > 


is always best. I send you, with this, 
one from Blake’s etching with my 
own design. . . . I don’t want the 
outlines mended, I don’t expect 


NOTES 


that, except from such a man as 
Blake; they may be, and certainly 
are, defective even as contours, but 
if they are copied with fecling they 
will do very well to explain my ideas 
of the system of composition, and 
we must be content to get them 
done as well as we can in this age of 
very bad engravers. . . .” (B.M. 
MSS., Cumberland Correspondence, 
quoted from Keynes, Bibliography, 
Pp- 257-258.) 

P. 80, 1. 3. Keynes, Nonesuch, i, 


plas se 
_ P. 80, 1. 14. Ibid., ii, pp. 180-181. 

Blake had Fuseli’s translation of 
Winckelmann, but in this passage 
he was probably thinking of the 
successive appearance of Stuart and 
Revett’s Antiquities of Athens (first 
volume 1790), and Chandler and 
Pars’ Antiquities of Ionia (second 
volume 1797). He may also have 
heard of the arrival in Athens in 
May 1800 of the staff engaged by 
Lord Elgin to make drawings and 
casts of the Parthenon sculptures. 
He had himself executed some 
engravings after Pars for the third 
volume of the Antiquities of Athens, 
published in 1794. Cf. Letter to 
Willey Reveley, October 1791 
(Keynes, Nonesuch, i, p. 217). 

P. 80, 1. 29. Dr. Garnett gives 
some account of Trusler and his 
varied activities in “Letters of 
William Blake to George Cumber- 
land,” The Hampstead Annual, 1903. 
Blake’s “Malevolence,” drawn for 
him, is in the possession of Mrs. 
Gilchrist Frend and has not been 
reproduced. 

P. 80, l. 32. Keynes, Nonesuch, ii, 
pp- 173-174. 

P. 81, 1. 15. Ibid., pp. 174-176. 

P. 81, 1. 27. Russell, Letters, p. 64. 

P. 82, 1. 29. Keynes, Nonesuch, 
il, p. 177. 
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*P. 83, 1. 1. The $37 designs for 
the Night Thoughts are now in the 
British Museum Print Room, pre- 
sented in 1929 by Mrs. F. W. 
Emerson. 

P. 83, l. 7. Ibid., p. 178. 

P. 83, 1. 34. “Debtor and Creditor 
Account,” ibid., p. 299. 

The account of Thomas Butts is 
based on information kindly sup- 
plied by Mrs. Colville-Hyde. 

P. 83, 1. 38. The engraving cabinet 
from the Butts collection in the 
possession of Mr. W. E. Moss, 
contains the only fragment of 
Blake’s copperplate of the symbolic 
works known to have survived, a 
part of one of the cancelled plates 
for America. The large engraving of 
Christ trampling on Satan, was 
probably the joint:work of Blake 
and the younger Butts. 

P. 84, 1. 1. See page 298. 

P. 84, l. 15. Mr. Butts had a cottage 
at Epsom and another at Hadley. It 
is believed that {the Blakes 'stayed 
with them at both places. 

P. 84, l. 16. Gilchrist, Life, i, p. 
327, appears to have assumed a 
coolness between Blake and Butts 
for which no evidence exists: his 
statement that Butts was a merchant 
is also erroneous. 

P. 84, 1. 17. Letter to Linnell, 
Keynes, Nonesuch, iii, p. 391. 

P. 84,1. 30. Ibid., ii, p. 194 and note 


p- 388. 


P. 84, 1. 36. These drawings have 
been reproduced with an introduc- 
tion by Professor Grierson. 

P. 85, 1. 10. Keynes, Nonesuch, i, 
pp- 254-261. 

P. 87, 1. 5. Max Plowman (Times 
Literary Supplement, st April 1926) 
thinks it probable that Linnell him- 
self was not responsible for the dis- 
figurement of the drawings, but 
that they fell into’the hands of some 
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young or uneducated person as the 
pencil markings are unskilled. 

P. 87, 1. 34. The Marriage of 
Heaven and Hell, Keynes, None- 
such, i, p. 195. 

P. 88, l. 1. Pickering MS., ibid., ii, 


4239. 

P. 88, 1. 4. Vala, ibid., p. 148. 

P. 88, 1. 6. Ibid., i, pp. 262-271. 

P. 88, 1. 10. Orc is probably the 
anagram of Cor, heart. 

P. 89, 1. 11. The sun symbolizes 
intellect, and the moon the emotions. 

P. go, 1. 21. Keynes, Nonesuch, i, 
Pp. 294-303. 

P. ot, L. 5. Enitharmon also sym- 
bolizes space. 

P. 92, 1. 3. At the time of the 
Newton centenary Dr. Singer 
pointed out in the Nation that Blake 
had been the first to recognize that 
Newton inaugurated a new phase 
in the ascendancy of science. It 
should also be noticed that in Blake’s 
colour print Newton, like the great 
figure in the frontispiece of Europe, 
holds a pair of compasses. Since it 
has been generally recognized that 
the doctrine of materialism no 
longer affords an adequate basis for 
the concepts of science, Blake’s 

“May God us keep 
From Single vision & Newton 
sleep!” 
has acquired new meaning. Cf. foot 
of page 281. 

P. 92, 1. 26. Now in the Whit- 
worth Art Gallery, Manchester. 
Russell, Letters, p. 35. 

P. 92, 1. 32. Keynes, Nonesuch, i, 
p- 318. 

P. 93, 1. 6. Symons, Blake, p. 378 
note. 

P. 93, 1. 14. Paradise Lost, vii, ll. 
225-231, is written under the 
frontispiece. Damon, Blake, pp. 
347-351. 

P. 93, l. 21. Keynes, Nonesuch, i, 
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pp. 304-322. Urizen may be a play 
on “You reason” or “your reason,” 
but the i scans short. 

P. 93, 1. 24. A Vision of the Last 
Judgment, ibid., iii, p. 162. 

P. 94, 1. 8. Ibid., p. 145. 

P. 94, l. 9. Ibid., p. 147. 

P. 94, 1. 15. Ibid., p. 158. 

P. 97, 1. 37. The Laocoon, ibid., 


p- 359. 

P. 98, 1. 7. Ibid., i, p. 226. 

P. 98, 1. 11. Ibid., pp. 332-338. 

P. 98, |. 11. Los is presumably the 
anagram of sol. Blake has used the 
ordinary process of etching for The 
Book of Los and The Book of Ahania. 

P. 99, 1. 36. Keynes, Nonesuch, i, 
pp. 323-331. 

* P. 100, 1. 1. The unique copy of 
Ahania is now in the collection of 
Mr. Lessing J. Rosenwald, and the 
original frontispiece in that of Mr. 
Geoffrey Keynes. 

P. roo, 1. 26. The Marriage o, 
Heaven and Hell, ibid., p. 184. 

P. ror, l. 8. Ibid., pp. 339-343. 

P. rox, 1. 16. The Marriage of 
Heaven and Hell, ibid., p. 187. 

P. 102, 1. 8. Cf. All Religions are 
One, Principle 2, ibid., p. 131. 

P. 102, 1. 26. Keynes, Nonesuch, 
i, pp. 339-343. Blake’s allusion to 
fixing the price of labour obviously 
refers to the Spitalfields weavers, 
whose wages were fixed by the 
magistrates at this time. Their wages 
became allegoric because, as a result, 
the trade tended to leave Spitalfields. 

P. 103, l. 31. Ibid., p. 195. 

P. 104, |. 2. Ibid., ii, pp. 1-151, and 
account of the MS. Notes, pp. 375- 
370. 
~ P. 104, 1. 20. Saurat, Blake and 
Milton, pp. 13-21, traces a parallel 
between the plot of Vala and that of 
Paradise Lost. 

P. 10s, 1. 7. Cf. Damon, Blake, 
Commentary on The Four Zoas. 


NOTES 


P. 105, l. 27. Keynes, Nonesuch, 
i perzt- | 

P. 107, |. 8. As Blake was working 
on Vala at Felpham, it is tempting to 
ascribe autobiographical significance 
to this passage, and say that like the 
“Bard’s Song” in Milton it refers to 
the friction between Hayley and 
Blake and Mrs. Blake’s attempts to 
reconcile them. Although it is not 
suggested in Milton, which would 
be the later account, that Blake 
resented his wife’s efforts as media- 
tor, a later letter to Hayley speaks 
of past division and unhappiness (see 
page 185). It is, however, quite 
possible that this first draft was 
written before he went to Felpham. 

P. 107, 1. 34. Here, as elsewhere, 
Blake regards the creation of the 
world of space and time as setting 
a limit to error. 

P. 108, 1. 25. Damon, Blake, p. 
368, points out that Mount Ephraim 
is used by Swedenborg (Arcana, 

5354) to symbolize the intellectual 
principle of the Church as opposed 
to the spiritual and celestial. 

P. 112, 1. 15. A symbol of misery 
consequent on the -misuse of the 
fifth sense. 

P. 117, l. 2. Probably an allusion 
to the doctrines of Malthus. 

P. 117, 1. 28. Enitharmon is 
deceived by the false doctrine of 
vicarious atonement, and has not 


apprehended the true gospel of the 
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forgiveness of sins. Cf. Jerusalem, 
Keynes, Nonesuch, iii, p. 257. 

P. 117, l. 38. Golgonooza may be 
a corruption of Golgotha because 
art involves self-sacrifice. 

- P. 118, 1. 26. Blake believed that 
the division of sex was temporal 
only: therefore sex, and still less the 
repression of sex, was no fit object 
of worship. The illustration shows 
figures bowing before the phallus. 

P. 118, 1. 37. The sun is symbolic 
of spirit and of poetry. 

P. 120, 1. 13. Allusion to the 
World Memory, cf: page 68 and 
Damon, Blake, Commentary on 
The Four Zoas, p. 383. 

P. 121, 1. 24. Reason gives rise to 
contradictions which cannot be 
solved, symbolized by the separate 
existence of both sexes in the 
hermaphrodite, whereas contraries 
are capable of synthesis as sexes 
disappear by the union in the 
Eternal Man. 

P. 123, 1. 30. Roughly the period 
between the Crucifixion and Blake’s 
own time. 

P. 127, |. 10. See page 87 and note 
on pp. 363-364. 

P. 127, |. 24. Life of Samuel Palmer, 

WIG. 
P P. 127, 1. 27. Rossetti MS., Keynes, 
Nonesuch, i, p. 252. 

P. 127, 1. 32. The precursor of the 
Rolls Royce, affected by Sir Joshua. 

P. 127, 1. 35. Keynes, Nonesuch, 
ii, pp. 181-182. 


CHAPTER V 


P. 129, 1. 1. A Swan and Her 
Friends, by E. V. Lucas, p. 183. 

P. 129, 1. 12. English Bards and 
Scotch Reviewers. Cf. Don Juan, 
canto xvi, l. 

P. 129, 1. 26. Memoirs of Hayley, 1, 
pp. 207-208. 


P. 130, |. 12. Ibid., ii, pp. 165-166. 
P. 130, 1. 31. Russell, Letters, pp. 


§1-§2. 

P. 131, 1. 4. Russell, Engravings, 
p- 170. 

P. 131, 1. 7. Fairfax Murray Collec- 
tion. 
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P. 131, |. 16. Keynes, Nonesuch, 
il, p. 179. 

P. 131, l. 26. Fairfax Murray Col- 
lection. 

P. 132, l. 3. Keynes, Nonesuch, ii, 
pp- 179-180. 

P. 132, 1. 19. Copied by J. T. 
Smith. Symons, Blake, p. 367. 

P. 132, 1. 30. Fairfax Murray Col- 
lection. This visit of Blake’s to Hay- 
ley appears to have escaped the 
attention of biographers hitherto. 

P. 133, 1. 21. This rent—equivalent 
to about £80 at the present value 
of money—seems surprisingly high. 

P. 133, 1. 24. Keynes, Nonesuch, 
il, p- 182. 

P. 133, 1. 32. Fairfax Murray Col- 
lection. 

P. 134, l. 11. Keynes, Nonesuch, 
ii, pp. 184-185. The turret is that of 
Hayley’s house, and the Hermit 
Hayley himself. With “The Ladder 
of Angels” may be associated Blake’s 
drawing, “‘Jacob’s Ladder,” repro- 
duced Keynes, Nonesuch, iii, Plate, 
XLVI. 

P. 134, l. 29. Gilchrist, Life, i, p. 
148, from the letter from which an 
extract is given, Keynes, Nonesuch, 
li, p. 185. 

P. 134, 1. 34. Ibid., p. 186. 

P. 135, l. 3. Ibid., p. 186. 

P. 135, 1. 20. Letter to Butts, ibid., 
p- 188. 

P. 135, 1. 27. Ibid., pp. 186-187. 

P. 135, 1. 35. Letters from William 
Blake to Thomas Butts, edited by 
Geoffrey Keynes. The letter is 
printed from a rough draft in the 
possession of Mr. Graham Robert- 
son. 

PL 13%, 1. 38. Keynes, Nonesuch, 
ll, pp. 189-191. 

P. 138, 1. x. Gilchrist, Life, i, p. 
356, gives an instance of Blake’s 
courtesy to an inferior painter. He 
was showing one of his pictures to 
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a visitor and said: “Mr. Blake once 
paid me a high compliment on that 
picture. It was on the last occasion 
when the old gentleman visited me, 
and his words were, ‘Ah! that is 
what I have been trying to do all my 
life—to paint round and never 
could.’ ” é‘ 

P. 138, l. 4. Reproduced by the 
Blake Society, 1925. K. Povey 
(Notes and Queries, 24th July 1926) 
discusses these heads, suggesting 
that several are now wrongly 
named. There may have been two 
more, now lost. 

P. 138, 1. 8. Produced by the 
method which Blake called “wood 
cutting on pewter.” Cf. Memoranda 
from the Rossetti MS., Keynes, 
Nonesuch, ii, p. 302, and Russell, 
Engravings, pp. 32-33. Cf Memoirs 
of Hayley, ii, pp. 22-23. Binyon 
(Drawings and Engravings of William 
Blake, p. 13) says: “Some pages of 
‘Jerusalem,’ e.g., page 28 and page 
33, seem to be largely graver-work 
—what Blake called ‘woodcutting 
on pewter’—though probably com- 
bined with the use of acid.” 

*P, 138, 1. 8. The Curator has 
kindly sent me the following note: 

“The full list of subjects of the 
Blake heads for the Felpham 
Library reads as follows: 

“Camoens. 
Geoffrey Chaucer. 
Cicero. 

William Cowper. 
Alighieri Dante. 
Demosthenes. 
John Dryden. 
Ercilla. 

Thomas Hayley. 
Homer. 

Friedrich Klopstock. 
John Milton. 
Thomas Otway. 
Alexander Pope. 


‘ NOTES 


William Shakespeare. 
Edmund Spenser. 
Torquato Tasso. 
Voltaire. 
“This embodies the most recent 
corrections and additions.” 
P. 138, 1. 14. Letter to Hayley, 
Keynes, Nonesuch, ii, p. 193. 
P. 138, l. 22. Ibid., p. 197. 
P. 138, l. 28. Keynes, Bibliography, 
pp- 249-251. Only one, “the 
Weather-house,” is from Blake’s 
own design. 
P. 138, k. 30. Letter quoted above. 
P. 138, 1. 32. Letter to Hayley of 
24th February 1793. 
P. 130, 1. 2. Memoirs of Hayley, ii, 
p- 148. 
P. 139, 1. 5. Notes on Spurzheim’s 
Observations on the Deranged Mani- 
festations of the Mind, or Insanity, 


Keynes, Nonesuch, iii, p. 352. The 


lines to “William Cowper, Esqre,” 
pp- 75-76, are obviously a gibe at 
the tardiness of the assistance given 
to Cowper by the pension which 
Hayley was instrumental in secur- 
ing. 
P. 139, L. 10. Johnson (Memoirs of 
Hayley, ii, p.* 32) dates his visit 
January 1802, but Blake’s reference 
is from a letter to Butts of 11th 
September 1801 (Keynes, Nonesuch, 
ii, p. 197). The two former are in 
the possession of Mrs. Vaughan 
Johnson; they illustrate the lines 
from The Task, iv: 
“© Winter, ruler of the inverted 
year, 
Thy scattered air with sleet-like 
ashes filled.” 
and 
“Come Ev’ning once again season 
of Peace 
Return sweet Ev’ning and con- 
tinue long.” 
The panel of Olney Bridge has 
been destroyed. 
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P. 139, 1. 21. Keynes, Nonesuch, 
ii, p. 198. This letter was probably 
detached from that of Hayley to 
Flaxman of 18th October 1801 in 
the Fairfax Murray Collection, as he 
says: “I leave the next page for 
Blake to fill.” Blake made another 
set of designs for Comus, which 
were bought by Mr. Butts. Cf. 
Keynes, “Notes on the Illustra- 
tions,” Milton’s Poems, Miscellaneous, 
Nonesuch, pp. 276-277. 

P. 139, 1. 31. Fairfax Murray Col- 
lection. 

P. 140, 1. 3. Keynes, Nonesuch, 
li, p. 196. 

P. 140, 1. 21. Rossetti MS., ibid., 
i, p. 58. 

P. 140, 1. 26. Memoirs of Hayley, 
Letter to Johnson of 1st October 
1801, li, p. 126. 

P. 140, 1. 34. Ibid., Letter to John- 
son of 25th February 1892, p. 138. 
On 18th January Hayley had added 
at the end of a letter to Hlaxman 
about the Cowper monument that 
Blake “‘allows me to inclose one of 
his unfinished engravings, that we 
think you may wish to see for the 
purpose of forming a medallion. 
Be kind enough to keep it in ivenay 
privacy and tell us your fran 
opinion of it, in its present unfinished 
state: we shall both thank you 
heartily for any suggestions that may 
improve it” (Fairfax Murray Collec- 
tion). 

P. 141, 1. 5. Except by Keynes, 
Nonesuch, i, pp. 251-252. 

P. 141, L 7. Cf. Letter by Dr. 
Sampson in the Times Literary 
Supplement, 23rd March 1922, and 
Keynes, Bibliography, pp. 42-43. 

P. 141, 1. 12. Verses in letter to 
Butts. Keynes, Nonesuch, ii, p. 206. 


P. 141, L. 14. Memoirs of Hayley, 
ii, p. 131. 
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P. 141, 1. 18. Keynes, Nonesuch, 
ii, p. 270. 

P. 141, l. 19. Miss Poole is referred 
to as “the Lady of Lavant” and as 
“Paulina,” possibly a variant of 
“Poolina.” Henrietta (Harriet) 
Poole was the daughter of William 
Poole, Receiver-General of the 
Stamp Office. For further informa- 
tion about her see letters in the 
Times Literary Supplement, 21st and 
28th October 1926, from K. Povey 
and R. Stewart-Brown. 

P. 141, 1. 20. Memoirs of Hayley, 
il, p. 133. 

P.141, 1.23. Gilchrist, Life, i, p.162. 

P. 141, l. 33. Ibid., p. 184. 

P. 142, 1. 2. Keynes, Nonesuch, 
ii, pp. 199-202. The couplet is from 
“Lucy and Colin,” by Thomas 
Tickell, included in Percy’s Reliques. 

P. 143, 1. 34. Keynes, Nonesuch, 
ii, p. 205. 

. 144, 1. 1. Ibid., pp. 206-209. 

. 144, l. 32. Ibid., p. 343. 

. 144, L. 35. Ibid., p. 310. 

. 145, L. 1. Ibid., p. 300. 

. 145, 1. 6. Ibid., p. 313. 

. 145, l. 12. Ibid., p. 309. 

. 145, L. 23. Ibid., p. 315. 

145, l. 29. Ibid., p. 316. 

. 145, l. 31. Ibid., p. 318. 

146, l. 7. Ibid., p. 321. 

. 146, |. 12. Ibid., p. 243. 

. 146, l. 27. Ibid., pp. 247-248. 
147, l. 19. Ibid., pp. 239-242. 
“Mr. H’slittle Work” is the Triumphs 
of Temper, 1803, for which Blake 
engraved six plates after designs by 
Maria Flaxman, sister of the sculp- 
tor. It would appear that at this 
time Hayley proposed to print all 
Cowper’s MS. relating to Milton, 
but later only his translations of 
Milton’s Latin and Italian poems 
with the fragmentary dissertation 
on Paradise Lost. Cf. Life of Cowper, 
iv, pp. 439-442. In 1790 Johnson had 


Na Ba BeBe Ba Baa a Be a a) 


THE LIFE OF WILLIAM BLAKE . 


intended to publish Cowper’s edi- 
tion of Milton with engravings after 
Fuseli’s Milton gallery, and it was 
proposed that Blake should engrave 
“Adam and Eve observed by 
Satan,” but the scheme fell throug 
owing to Cowper’s illness (Life and 
Writings of Henry Fuseli, by John 
Knowles, i, p. 172). Hayley writes 
to Johnson, 6th August 18or, that 
Blake “has a great wish that you 
should prevail on Cowper’s dear 
Rose [Mrs. Anne Bodham] to send 
her portrait of the beloved bard, by 
Abbot, to Felpham, that Blake may 
engrave it for the Milton we medi- 
tate; . . .” (Memoirs of William 
Hayley, ii, p. 124). 

P. 150, 1. 18. Keynes, Nonesuch, 
il, p. 292. ' 

P. 150, 1. 28. Ibid., p. 293. 

P. 150, 1. 32. No. 74 unsigned. 

P. x51, 1. 4. Letters of Dante 
Gabriel Rossetti to William Alling- 
ham, edited by George Birkbeck 
Hill, 1877 (8th January 1856). See 
Keynes, Bibliography, pp, 204-209, 
and Russell, Engravings, pp. 39-40 
and 83-88. 

P. 151, 1. 14. Keynes, Nonesuch, 
li, pp. 249-252. 

P. 151, 1. 18. John Schofield. 

P. 151, 1. 20. Private Cock. 

P. 152, 1. 35. Le., as Muster Mas- 
ter General, defined in James’ 
Military Dictionary as ““Commissary- 
General of the Musters, one who 
takes account of every regiment, 
their number, horses, arms, etc.” 
See p. 83. 

P. 153, 1. 26. Memoirs of Hayley, ii, 
p. 46. 

P. 153, l. 28. Keynes, Nonesuch, 
li, p. 255. 

P. 153, L. 29. Ibid., p. 258, 259. On 
27th April 1804, Blake writes: “We 
feel much easier to hear that you 
have parted with your horse,” but 
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it does not appear whether this is 
the same tricky charger or another 
dangerous mount of Hayley’s (ibid., 
p- 270). The remarks about gratitude 
are probably an allusion to Godwin’s 
rejection of gratitude as a virtue. 

P. 154, 1. 18. Russell, Letters, p. 
134. 

P. 154, l. 25. Keynes, Nonesuch, 
li, p. 258. 

P. 154, 1. 28. Quoted from Liter- 
ary Anecdotes of the Nineteenth Cen- 
tury, Nicoll and Wise, pp. 5-10. 

P. 155, 1. 25. Jenkins, William 
Blake, Studies of his Life and Person- 
ality, p. 67, points out that the 
application on 25th December 1803, 
by Richard Dally, a Chichester 
solicitor, for a copy of the indict- 
ment against Blake shows that he 
was not legally represented at the 
hearing before the Chichester bench. 

P. 155, 1. 30. Keynes, Nonesuch, 
li, pp. 252-255. 

P. 155, 1. 39. Literary Anecdotes, 
pp. 11-17. 

*P. 156, 1. 21. The Man without 
a Mask, by J. Bronowski, Secker and 
Warburg, 1943, p. 74, has an inter- 
esting discussion of the trial and 
some information about the Chair- 
man of the Quarter Sessions, the 
Duke of Richmond. The book 
itself deals with the social and 
political background of Blake’s life- 
time, as does also Max Schorer’s 
William Blake, 1946, p. 354. 

P. 156, l. 15. Gilchrist, Life, pp. 
195-199. Memoirs of Hayley, ii, p. 47. 

P. 156, 1. 24. Keynes, Nonesuch, 
ii, p. 286. Hayley’s verses are pre- 
sumably his epitaph on Rose. 

P. 157, l. 6. Letter to Butts, ibid., 
p- 208. 

P. 157, l. 24. Ibid., p. 344. 

P. 158, 1. 6. Ibid., pp. 354-355. 

P. 159, 1. 1. Ibid., p. 346. 

P. 159, |. 17. Ibid., p. 9. 
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P. 159, 1. 23. Cunningham. 
Symons, Blake, p. 408. 

P. 159, 1. 27. Ibid., p. 409. 

P. 160, |. 4. Most of these are in 
the Graham Robertson collection. 

P. 160, 1. 9. Keynes, Nonesuch, ii, 
p- 174. alfc 

P. 160, 1. 14. Ibid., p. 200. 

P. 160, 1. 20. Ibid., pp. 202-203. 

P. 160, 1. 29. 1792, p. 35. 

P. 160, 1. 31. Keynes, Nonesuch, 
ii, p. 204. 

P. 161, 1. 11. Ibid., pp. 243-244. 

P. 161, 1. 24. Ibid., pp. 246-247. 

P. 162, 1. 1. Max Plowman, in a 
letter to the Times Literary Supple- 
ment of 30th April 1925, points out 
that Milton is mainly concerned with 
the “spiritual acts” of Milton, not of 
Blake, and that Vala is a much 
longer poem, dealing with one 
grand theme, the redemption of 
man. 

P.:162, 1: 22: Keynes, Nonesuch, 
iil, p. 65. 

P. 163, 1. 2. Ibid., ii, pp. 210-238, 
and notes pp. 389-390. 

P. 163, 1. 11. Ibid., iii, pp. 243-244. 

P. 163, 1. 30. Sampson, 1905, pp. 
264-268. After B. M. Pickering’s 
death the MS. passed into the pos- 
session of Mr. William Mitchell and 
Mr. Locker Lampson successively, 
and was acquired after the sale of 
the Rowfant Library in 1905 by the 
late Mr. W. A. White. 

P. 164, 1. 2. Damon, Blake, pp. 
131-132. 

P. 164, 1. 11. Gilchrist, Life, ii, pp. 
I12-113. 

P. 165, 1. 19. See pages 43, 153. 

P. 165, 1. 24. Cf. 
“Altho’ our Human Power can 

sustain the severe contentions 
Of Friendship, our Sexual can- 
note.” 

Milton, Keynes, Nonesuch, ii, p. 
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P. 165, 1. 33. Sampson, 1905, pp. 
292-295. The couplet: 

“He who the ox to wrath has mov’d 

Shall never be by Woman lov’d.” 

is one of the many instances in 
which a saying of Blake’s has been 
dismissed as nonsense by ignorant 
or careless critics. It was a common 
custom in the East End of London, 
on which evidence was given before 
a Parliamentary Committee in 1828, 
to turn an ox loose in the street, bait 
it to madness, and hunt it to death. 
Coleridge has also uttered his pro- 
test in the “Sibylline Leaves”: 

“The frighted beast ran through the 

town; 

All follow’d, boy and dad, 
Bull-dog, parson, shopman, clown: 
The publicans rush’d from the 

Crown, 
‘Halloo! hamstring him! cut him 
down!’ 

They drove the poor Ox mad.” 
(Cf. Spencer Walpole, History of 
England, chapter xii.) Wicksteed, 
The Quest, vol. iii, no. 1, October 
1911, p. 88, interprets Blake’s lines 
- as meaning that the action of men in 
irritating an animal deprived by 
them of virility, argues a lack of 
chivalry for which they should for- 


feit woman’s love. 
P. 166, l. 3. The Real Blake, p. 91. 


P. 166, 1. 14. The last two verses 
have been already quoted, page 6s. 

P. 167, 1. 1. Keynes, Nonesuch, ii, 
Pp- 305-372. 

P. 167, l. 1. Ibid., pp. 395 and 396, 
and Keynes, Bibliography, p. 160. 
Binyon (The Engraved Designs of 
William Blake, p. 121) points out 
that, although in the New York 
copy the figure x might be part of 
the decoration, it is clear in the 
newly discovered Windus copy, and 
has been painted out in the Print 
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Room copy. It is, however, difficult 
to believe that Blake intended to 
write ten more books, as the poem 
appears to reach its culmination at 
the end of the second book. 

P. 167, 1. 14. By Sir Hubert 
Parry. For musical settings of other 
of Blake’s lyrics see Keynes, Biblio- 
graphy, pp. 290-292. Blake appears 
to have adopted the idea common 
among the Celtic revivalists of his ~ 
day that England was the birthplace 
of the “‘patriarchal religion” from 
which all later forms of religion 
were derived. See note on pp. 
381-382. 

P. 168, 1. 7. Letter to Flaxman, 
Keynes, Nonesuch, ii, p. 183. 

*P, 168, 1. 7. Denis Saurat’s 
Blake and Modern Thought appeared 
too late for me to profit from it. 
This applies also to Milton O. 
Percival’s interpretation of Blake’s 
system, William Blake’s Circle of 
Destiny. 

P. 168, 1. 8. For a detailed exam- 
ination of the influence of Milton on 
Blake see Blake and Milton, by Denis 
Saurat (Bordeaux, 1920), and The 
Influence of Milton on English Poetry, 
by R. D. Havens (Cambridge, 
U.S.A.), 1922, p. 217-228. 

P. 169, 1. 27. Rahab symbolizes 
sexual licence and Tirzah sexual 
repression. 

P. 171, 1. 6. Milton, whose spirit 
has entered into Blake. 

P. 174, l. 19. The Jewish scholar, 
called by Blake Lucifer, the morn- 
ing star, because he was a forerunner 
of Jesus, the Sun. 

P. 175, 1. 17. His wife. 

P. 176, 1. 8. Albion symbolizes 
the Eternal Man, Fourfold Human- 
ity, and England. The Mental fire 
of Imagination and Inspiration con- 
suming error. 
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P. 177, |. 21. The Four Zoas. 

P. 177, 1. 29. Cf. the lovely illus- 
tration of “L’Allegro,” “Night 
Startled by the Lark,’ Méilton’s 
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Poems, Miscellaneous, facing p. 28. 

P. 177, 1. 37. Eight of the illus- 
trations are reproduced by Keynes, 
Nonesuch, ii. 


CHAPTER VI 


P. 179, 1. 1. Milton, Keynes, None- 
such, ii, p. 319. 

P. 179, 1. 6. Ibid., p. 257. 

. 179, 1. 9. Ibid., p. 258. 

. 179, 1. 19. Ibid., p. 282. 

. 179, 1. 24. Ibid., p. 285. 

. 180, 1. 2. I found this note in 
the London Library copy of Red- 
grave’s A Century of Painters, which 
contained other notes by Cregan 
(1788-1870), who went to London 
in 1808. Mr. Dermod O’Brien, now 
President of the Royal Hibernian 
Academy, kindly tried to obtain 
further information about this visit 
from a descendant of Cregan’s, but 
the note quoted above appears to be 
the only record. 

P. 180, 1. 9. Keynes, Nonesuch, 
ii, p. 257. 

P. 180, 1. 15. Ibid., p. 255. 

P. 180, 1. 25. Ibid., p. 260. 

P. 180, 1. 31. Ibid., pp. 282-283. 
Nebuchadnezzar’s madness sym- 
bolizes the dominion of the “vege- 
table world,” the materialism of the 
rationalists. 

P. 181, 1. 34. Ibid., p. 284. 

P. 181, 1. 42. Rossetti MS., ibid., 
p. 302. 

P. 182, 1. 9. Probably finished in 
1808. 

P. 182, 1. 22. Gilchrist, Life, i, p. 
217. 

P. 183, l. 9. Damon, Blake, p. 8, 
nye. 

P. 183, 1. 23. See page 160. 

P. 183, l. 27. Keynes, Nonesuch, 
iii, pp. I15—116. 

P. 184, l. ro. Russell (“Catalogue 
of the Graham Robertson Collec- 
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tion,” Burlington Magazine, July 
1920) gives the dates when known. 

P. 184, 1. 11. Russell, Letters, p. 
XXXVii. 

P. 185, 1. 14. Keynes, Nonesuch, 
ili, p. 153. 

P. 185, 1. 23. Ibid., ii, p. 292. 

. 185, l. 30. Ibid., p. 285! 

. 186, l. 3. Ibid., p. 255. 

. 186, 1. 6. Ibid., p. 291. 

. 186, 1. 9. Ibid., p. 284, and see 
page 194. 

P. 186, 1. 17. Ibid., p. 271. 

P. 186, 1. 23. Ibid., p. 262. 

P. 186, 1. 28. Ibid., p. 270. 

P. 186, 1. 33. Russell, Engravings, 
p- 179, considers that “The Ship- 
wreck” is an uncharacteristic and 
laborious piece of work, as the 
result of Blake’s attempt to imitate 
Fittler’s methods. 

P. 186, 1. 36. Keynes, Nonesuch, 
ii, p. 277. 

. 187, 1. 6. Ibid., p. 279. 

. 187, 1. 12. Ibid., p. 263. 

. 187, 1. 20. Ibid., pp. 263-264. 

. 187, l. 27. Ibid., p. 266. 

. 187, l. 37. Ibid., p. 256. 

. 188, 1. 7. In 1807 Blake made 
three water-colour drawings of 
Queen Katherine’s Dream. The 
version, in the possession of Mrs. 
Sydney Morse, is reproduced in 
Binyon’s Drawing and Engravings, 
Plate 81. 

P. 188, 1. 10. Keynes, Nonesuch, 
li, p. 260. 

P. 188, 1. 16. Gilchrist, Life, i, p. 
205. 

P. 188, 1. 19. Keynes, Nonesuch, 
i, p. 263. 


gird 
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P. 188, l. 24. Keynes, Bibliography, 


8 52, 

P. 188, 1. 26. Ibid., p. 254, and 
Russell, Engravings, p. 178. The 
Engraving was first described by 
K. A. McDowall, The Burlington 
Magazine, 1907. 

P. 189, 1. 3. Keynes, Nonesuch, 
il, pp. 268, 269, 273. 

P. 189, 1. 15. Ibid., pp. 286-287. 

. 189, 1. 32. Ibid., p. 289. 

. 189, l. 40. Ibid., p. 294. 

. 190, 1. 13. Ibid., pp. 275-276. 

. 190, l. 29. Fairfax Murray Col- 
lection. 

P. rot, 1. 4. Keynes, Nonesuch, 
il, p. 291. 

P. 191, 1. 19. Ibid., p. 297. 

P. 191, 1. 27. Symons, Blake, p. 
190. Gilchrist, Life, i, p. 256. 

P. 192, l. 5. Keynes, Bibliography, 
p. 218. 

P. 192, 1. 22. Keynes, Nonesuch, 
li, p. 279. 

P. 192, 1. 28. Ibid., p. 273. 

P. 193, 1. 7. Ibid., iii, pp. 54-86. 

P. 193, 1. 19. The drawing for 
this portrait was sold at Sotheby’s 
in 1862, but its whereabouts is not 
known. Russell, Engravings, p. 175. 

P. 193, 1. 21. Keynes, Nonesuch, 
ii, p. 270. 

P. 193, 1. 25. Ibid., pp. 271-272. 
Frontispiece to Euler’s Elements of 
Algebra, 1797. 

P. 193, 1. 34. Keynes, Nonesuch, 
ii, pp. 277-278. 

P. 194, l. 11. Ibid., p. 284. 

P. 194, 1. 21. Fairfax Murray Col- 
lection. The Songs are no doubt The 
Ballads, 1805 edition. 

P. 194, 1. 36. Fairfax Murray Col- 
lection. Flaxman writes: ‘“Notwith- 
standing your apparent determina- 
tion and reasons given, for havin 
the drawing engraved by the Lady 
you have mentioned I cannot com- 
municate that commission untill I 
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have given my reasons for delay, I 
like You, delight in paying a large 
portion of respect and preference to 
Female Talent but if I am to execute 
a commission for a Friend it ought 
to be done faithfully with a view to 
his satisfaction and advantage, at 
least not to his hurt, and really I 
have seen two children’s heads with 
the abovementioned lady’s name 
lately copied from pictures by Sr. 
Wm. Beechy, but so miserably 
executed that similar engraving in- 
stead of being a decoration, would 
be a blemish in your Book I am very 
sure the fault could not be in the 
pictures, for the Painter is a man of 
great merit if after this information 
you still continue in the same 
resolution as at first I will deliver 
your commission but there my 
interference must cease and all 
further communication must be 
between the engraver and yourself, 
because I foresee that the conclusion 
of such an engagement must be un- 
satisfactory to all parties concerned; 

“The Engraver mentioned in my 
last as having been casually consulted 
is Mr. Cromak with whom I be- 
lieve you have no acquaintance, he 
has engraved several pictures and 
drawings of Stothards which in 
beauty, far exceed any other prints 
from that Artist’s works, and I am 
very sure that he would engrave in 
strokes the man on horseback saving 
the people in the ship-wreck or any 
other colored picture of Romney’s 
for your book in very great per- 
feeioti ets 

Hayley was apparently annoyed 
by Flaxman’s strictures on Caroline 
Watson, as Flaxman writes again on 
and August 1804: “. . . concerning 
Caroline Watson’s engraving, I 
should have acted more judiciously 
if I had desired you to see her last 
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works for the regulation of your 
own judgment rather than to have 
sent any opinion of my own, I con- 
fess my own want of taste in 
Richardson’s portrait for tho it is 
delicately engraven, it dont come up 
to my Idea of Highmore’s portraits, 
notwithstanding if you are inclined 
to have a plate engraved by this 
artist, the only sentiment I can feel 
on the occasion will be satisfaction 
at seeing an ingenious Lady engaged 
in a respectable employment this is 
_the only kind of “atonement” which 
seems requisite for an opinion de- 
livered upon works publicly ex- 
hibited; . . .” 

P. 195, 1. 4. Keynes, Nonesuch, 
ii, p. 284. 

P. 195, 1. 12. Ibid., p. 291. 

P. 195, 1. 32. Ibid., pp. 300-301. 
Fuseli was now Keeper of the Royal 
Academy. 

P. 196, 1. 5. Ibid., p. 304. 

P. 196, 1. 12. Russell, Letters, pp. 
185, 186. The first of these designs 
was not engraved and has been lost, 
the second was also not engraved 
and is in the possession of Miss 
Louisa Salaman. Some of Blake’s 
sketches survive but most of the 
finished drawings have disappeared. 
See Keynes, Bibliography, p. 220, 
and Russell, Engravings, pp. 129- 
130. 

P. 196, 1. 22. Russell, Letters, pp. 
186, 187. 

P. 196, 1. 27. Gilchrist, Life, i, pp. 
283-290, gives some account of 
Cromek’s career including his sup- 
posed theft from Sir Walter Scott of 
an autograph letter from Ben 
Jonson to Drummond of Haw- 
thornden. 

P. 196, 1. 36. Keynes, Nonesuch, 
ii, p. 294. Published for the first 
time, and printed in Keynes’ 
Bibliography. 
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_ P. 197, ]. 20. Keynes, Nonesuch, 
ll, pp. 295-296. 

P. 197, 1. 24. “Machlin” is doubt- 
less Macklin, a publisher for whom 
Blake had formerly worked. 


P. 197, 1. 38. This must refer to 
Jerusalem. 

P. 198, 1. r7. Gilchrist, Life, i, p. 
246. Symons, Blake, p. 368. 

P. 198, 1. 30. Samuel Palmer says 
in a letter to William Abercrombie 
of sth February 1881, which was 
sold in the Shaw Collection at 
Sotheby’s 29th July 1925: 

“To render the list of type- 
printed designs complete, you can, 
if you please, insert the mention of 
a very fine version of age entering 
the tomb, & the spiritual body 
sitting above; the same invention 
which appears in the Blair’s Grave 
—it is not coloured. 

“My Son has an impression ~ 
which, so far as we know, is . 
unique.” 

This is still in Mr. A. H. Palmer’s 
possession, and was lent by him to 
the exhibition of works by Samuel 
Palmer and other disciples of Blake 
at the Victoria and Albert Museum, 
1926. 

P. 198, 1. 36. The lines are those 
beginning “The Door of Death is 
made of Gold,” Keynes, Nonesuch, 
iii, p. 1, and the drawing is now in 
the Print Room of the British 
Museum. 

P. 199, 1. 1. Gentleman’s Magazine, 
February 1852, pp. 149-150. Sy- 
mons printed in the Saturday Review 
of 25th August 1906 a later letter of 
Cromek’s to Cumberland, showing 
him still impudent and impenitent. 

“rath August, 1808. 

“  . . Through the d——d care- 
lessness of my printer your name is 
omitted in the list, a misfortune that 
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I deplored, and almost raved about 
for pak days and three nights. 


“You are the only person in 
Bristol who thoroughly understands 
the inventions of Blake. Your name 
has also some influence, and conse- 

uently the affair is to the last 
oe unlucky. However, it is past. 
I need not ask you to speak of the 
Book as you may think it ought to 
be spoken of. 
Adal “ie lee Be 

“Your packet went to Blake. I 
sent him two copies, but he has not 
had the common politeness to 


thank me for them.” 


P. 200, |. 21. The remainder and 
copyright were sold in 1812 by 
Cromek’s widow for {120 to R. 
Ackermann, who re-issued it in 
1813. The plates were also used by 
him in 1826 to illustrate a Spanish 
poem by José Joaquin, and (accord- 
ing to Gilchrist, Life, i, p. 271) were 
afterwards used again for the Ameri- 
can edition of Mark Tupper’s 
Proverbial Philosophy (Keynes, Bib- 
liography, p. 221). 

P. 200, 1. 38. Quoted from 
Keynes, Bibliography, pp. 468-469. 

P. 202, |. 4. Symons, Blake, p. 412. 

P. 202, |. 9. Article in the Vater- 
landisches Museum, translated by 
K. M. Esdaile, The Library, 1914, 
p- 243. 

P. 202, 1. 13. The Examiner, 7th 
August 1808. 

P. 202, 1. 25. Jerusalem, Keynes, 
Nonesuch, iii, p. 291, quoted on 
page 64. 

P. 202, 1. 28. Memoirs of the Life 
and Writings of James Montgomery, 
by John Holland and James Everett, 
vol. i, p. 38. See page 204 for further 
reference to James Montgomery. 
William Paulet Carey has an en- 
thusiastic appreciation of the designs 
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for the Grave in his Critical Descrip- 
tion, etc., see page 204, and Keynes, 
Bibliography, pp. 467-468. 

P. 202, 1. 36. Gilchrist, Life, i, p. 
250. 
P. 203, 1. 12. Symons, Blake, p. 
369. 

P. 203, 1. 18. Ibid., p. 413. Swin- 
burne’s discussion of the matter in 
A Critical Essay need not be con- 
sidered as he avowedly assumes the 
accuracy of Gilchrist’s account. 

P. 203, 1. 29. Schiavonetti died 
before the plate was finished and it 
was completed by other hands. 

P. 203, |. 37. Hoppner, in a letter 
to Prince Hoare, which appears to 
have been written about this time, 
says: 

“Respecting Blake’s Poems, will 
you believe me? The merit was all 
vanished, in my mind at least, on 
reading them next morning. I there- 
fore took no copy—but if you wish 
for them Cromek can now refuse 
you nothing—so I hope you will be 
modest in your demands of favours 
of him.” There is nothing to show 
to which poems Hoppner refers 
(Times Literary Supplement, 7th 
October 1926). 

P. 204, 1. 5. Keynes, Bibliography, 
Pp- 311, 312. Blake’s description of 
his own “Canterbury Pilgrims” in 
the Descriptive. Catalogue may have 
been a counterblast to this pamphlet. 

P. 204, 1. 33. Keynes, Nonesuch, 
iii, pp. 104-107. The fresco was pur- 
chased by Mr. Butts and is now in 
the possession of Sir John Stirling 
Maxwell. Mr. Butts also bought the 
water-colour drawing, “The Whore 
of Babylon,” dated 1809, now in 
the British Museum Print Room. 

P. 205, 1. 7. Ibid., pp. 107-108. 

P. 205, 1. 18. Ibid., pp. 121-122. 

P. 205, 1. 29. Ibid., pp. 140-142. 


NOTES 


There printed in full for the first 
time. 

P. 205, l. 33. Ibid., pp. 143-144. 

P, 206, 1. 2. Stothard’s engraving, 
delayed by the death of Schiavonetti 
and of Cromek himself, did not 
appear till two years or so later, 
when it became exceedingly popu- 
lar (Gilchrist, Life, i, pp. 288-290). 

P. 206, 1. 7. Ibid., pp. 291, 292. 
Keynes, Bibliography, pp. 209-211. 

P. 206, 1) 15. Keynes, Nonesuch, 
iif, p. 124, and note, p. 404. 

P. 206, l. 21. Ibid., pp. 124-139. 

P. 207, 1. 30. Professor E. J. 
Morley kindly informs me that she 
has inatlvertently omitted a “not” 
on p. 20 of her Crabb Robinson. The 
passage should read, “Flaxman con- 
sidered to have been not the wilful 
act of Stodart.” 

P. 207, 1. 35. Flaxman writes 
about the engravings for Cowper’s 
translation of Milton’s Italian Poems 
*“".. concerning the engravings Mr. 
Raimbach thought very modestly 
that Mr. Blake would execute the 
outlines better than himself but it 
was not possible to take the com- 
mission front the person that 
brought it to town, besides at pre- 
sent I have no intercourse with Mr. 
Blake” (Fairfax Murray Collection). 

P. 208, 1. 2, Gilchrist, Life, i, p. 
250, expresses the view that Stoth- 
ard did not know of Cromek’s 
previous overtures to Blake, “nor 
of the fact that a subscription paper 
for an engraving of the Canterbury 
Pilgrims had been circulated by 
Blake’s friends.” He implies that 
this was circulated as early as 1806, 
but gives no further details. Blake’s 
own Prospectus was not printed till 


May 1809. 

P. 208, 1. 34. Ibid., p. 281. 

P. 209, 1. 2. The Athenaeum, 
December 1863. “Stothard and 


Blake,” by Robert T. Stothard. 
R. T. Stothard also defends Cromek 
in a fashion which gives rise to the 
suspicion that his facts may be as 
loose as his grammar: ““Cromek was 
at that time very frequently at my 
father’s, either for the purpose of 
getting him to touch a proof for 
him, or on other matters of which 
I then knew not the exact nature. I 
have heard it stated by my father 
that Cromek got Blake to make for 
him a series of drawings from Blair’s 
‘Grave’; Cromek found and ex- 
plained to my father, that he had 
etched one of the subjects but so 
indifferently and so carelessly [see 
Cumberland’s “Thoughts on Out- 
line’ as an instance in that particular 
branch of his (Blake’s) carelessness 
as an engraver] that he employed 
Schrovenitti [sic] to engrave them. 
Cromek’s success by their sale in- 
duced him to speculate farther, and 
he employed my father (who had 
no time for going about and seeing 
what other artists were employed 
upon or engaged in, and therefore 
his seeing Blake’s design of the 
‘Pilgrimage to Canterbury’ is doubt- 
ful) to paint that picture for him 
soon after he had completed the 
Burleigh staircase commission for 
the Marquis of Exeter. Whether 
Cromek had seen it or not dates will 
prove; this of which I am speaking 
was in 1804-5. Cromek was daily 
with my father, living then as he 
was opposite nearly, at 64, and my 
father at 28 Newman Street. 
“What I think proper to state, 
and as it may not be uninteresting 
to those who are lovers of Art (for 
I was commissioned to write my 
father’s life) I shall begin, as will be 
seen in it, by stating that Cromek 
agreed to give my father for a 
painting from Chaucer 100 L. or 


ct ae 


376 


100 guineas, as that Author was a 
favourite with him, so much so that 
he could often relate stories from 
him. They determined on the 
‘Pilgrimage to Canterbury,’ for 
there had been a little vignette of the 
same subject engraved for him, I 
think, before. In 1805 or 1806 the 
painting was shown to the public at 
Cromek’s house. . . .” 


P. 209, 1. 16. Keynes, Nonesuch, . 


iii, p. 82. Cf. pp. 80-81. 

P. 209, |. 26. Quoted, page 14. 

P. 209, |. 32. Symons shows in 
The Athenaeum of 16th November 
1907, by quoting a letter from John 
Hunt to Haydon (Correspondence 
and Table-Talk, vol. i, p. 358) that 
Art criticisms in the Examiner, 
signed R.H., were by Robert Hunt. 

P. 210, 1. 3. Gilchrist, Life, i, pp. 
263-264. In the possession of Mr. 
Sydney Morse and Mr. Graham 
Robertson respectively. 

P. 210, 1. 21. Nonesuch, iii, p. 114. 
The second folio Shakespeare is now 
in the possession of Mr. George 
Macmillan, who kindly allowed me 
to examine it. It contains other 
illustrations said to be by Hamilton, 
Ker Porter, Harlow, Thurston, and 
Mulready, but they are not all 
signed. Blake’s are signed with his 
name or initials. Gilchrist repro- 
duces the Ghost from Hamlet, Life, 
vol. i, facing p. 272, but his reference 
on that page is inaccurate, since he 
says that the illustrations were 
executed for the Rev. Ker Porter. 
Robert Ker Porter, artist and travel- 
ler, was one of those who contri- 
buted to the volume. In an album 
in the British Museum Print Room, 
are drawings—“Had he not re- 
sembled my Father, I had done it” 
—with another study of Lady 
Macbeth’s figure at the back, and 
“Hamlet administering the Oath to 
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his Friends,” which Blake may have 
also intended for this book. 

P. 210, 1. 27. The Liverpool set is 
now in the H. E. Huntington 
Library, the Butts set in the Boston 
Museum of Fine Arts. Cf. Keynes, 
“Notes on Blake’s Illustrations to 
Paradise Lost,” Méilton’s Poems, 
Nonesuch, pp. 355-359: 

P. 210, 1. 30. The painting is now 
at Petworth in the possession of 
Lord Leconfield. 

P. 210, 1. 37. Gilchrist, Life, i, pp. 
I6I, 409. 

P. 211, 1. 1. Keynes, Nonesuch, 
ili, p. 85. 

P. 2z1, 1. 3. This account of 
Humphrey is taken from The Life 
and Works of Ozias Humphrey, R.A., 
by George C. Williamson, Litt.D. 

P. 211, |. 18. Young George Cum- 
berland testifies against the Cro- 
meks. He wrote to his father on 
18th December 1808: “. . . it is very 
unpleasant at Mrs. Cromek’s. if 
you are coming to town after 
Christmas let me know or other- 
wise your advice they take great 
libertys with me, my home and 
abroad amusements and Sundays 
are frustrated by their selfish dis- 
positions, true Yorkshire.” (“Letters 
of William Blake to George Cum- 
berland, edited by Richard Gar- 
nett,” The Hampstead Annual, 1903.) 

P. arr, 1. 24. Russell, Letters, p. 
204. Symons printed in the Saturday 
Review of 25th August 1906 some 
correspondence between Cumber- 
land and his son, from which it 
appears that the sketches referred to 
were “a few old Tracings from 
Raphael’s Pictures in Fresco.” 
Young George says: “I thought it a 
good opportunity to ask him for the 
Holy Family, which he gave very 
readily,” to which the elder Cum- 
berland replies: “I hope you did not 


NOTES 


ask Blake for the Picture very im- 
portunately.” 

P, 212, 1. 4. Keynes, Nonesuch, 
ili, p. 87. 

P. 212, 1. 25. Keynes, “Notes on 
the Illustrations,” Milton’s Poems, 
Miscellaneous, Nonesuch, pp. 272- 
274. 

P. 212, 1. 32. Keynes, Nonesuch, 
ili, p. 89. 

P. 212, 1. 33. Annotations to 
Reynolds, ibid., pp. 5-53. Blake’s 
copy of the second edition of the 
Discourses is now in the Reading 
Room of the British Museum. The 
first volume only contains the mar- 
ginalia, the other notes being in the 
Rossetti MS. 

P. 215, lL. 33. Symons, Blake, pp. 
380-381. 

P. 215, |. 37. A. H. Palmer speaks 
of “‘Blake’s white,’ a pigment for 
making which Blake gave my father 
the recipe.” (Life of Samuel Palmer, 


St, 
: P. 216, 1. 14. Gilchrist, Life, i, pp. 
413-414. 

P. 216, 1. 24. For a note written in 
Cennini’s Trattato della Pittura see 
Keynes, Nonesuch, iii, p. 363. 

P. 216, 1. 39. Ibid., pp. 88-90. 

P. 217, 1. 6. Ibid., pp. 91-120, 401- 
403, and Keynes’ Bibliography, pp. 
85-89. 

* P, 217, 1. 6. Mr. Ruthven Todd 
(Gilchrist, p. 406) records a printed 
leaf in Sir John Stirling Maxwell’s 
copy of A Descriptive Catalogue 
entitled A Descriptive Catalogue of 
Blake’s Exhibition, which is in effect 
an advertisement of the Descriptive 
Catalogue itself. 

* P. 219, 1. 10. Sixteen copies 
have been recorded by G. Keynes 
and R. Todd, see William Blake’s 
Catalogue, A New Discovery, The 
Times Literary Supplement, 12th 
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September 1942. No? reference is 
made to Mr. Wicksteed’s Blake’s 
Innocence and Experience, as it did 
not appear till 1928, but students of 
the Songs will find much material 
for reflection in it. 

P. 219, 1. 10. The Drawings and 
Engravings of William Blake, Illus- 
trations of the Book of Job, and The 
Engraved Designs of William Blake 
by L. Binyon, Vision and Design, 
by Roger Fry, pp. 140-144, “The 
Visionary Art of William Blake,” 
by A. G. B. Russell, Edinburgh 
Review, January 1906. The Paintings 
of William Blake, by Darrell Figgis, 
and William Blake, by Ernest H. 
Short. 

Dre 210 1a 5S; 
Robinson, p. 6. 

* P. 220, 1. 3. It would appear 
from the index to the Royal 
Academy Catalogue that Blake also 
exhibited in 1800 The Loaves and 
Fishes and The Last Judgment (Gil- 
christ, p. 383). 

P. 220, 1. 3. Symons, Saturday 
Review, 25th August 1906. 

P. 220, |. 8. The Correspondence of 
Robert Southey with Caroline Bowles, 
edited by Edward Dowden, p. 194. 

P. 220, 1. 17. For this article see 
pages 286, 288. 

P. 220, |. 26. Symons, Blake, p. 
283, states that “like” is first written, 
and replaced by “live.” In the earlier 
reminiscences of the year 1810, ibid., 
p. 279, is a short reference to the 
exhibition: in this Robinson gives a 
less dramatic and probably more 
accurate account of his conversation 
with James Blake. “I took 4— telling 
the brother I hoped he would let me 
come in again. He said, “Oh! as 
often as you please.’ ” 

P. 220, 1. 32. Ibid., p. 284. 

P. 221, 1. 7. Quoted from K. M. 


Morley, Crabb 
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Esdaile’s translation of Crabb Rob- 
inson’s article in “An Early Appre- 
ciation of William Blake,’ The 
Library, 1914. 

P. 222, 1. 5. Symons, Saturday 
Review, 25th August 1906. 

P. 222, 1. 9. The Art of Poetry, 
 —p. 70. 

P. 223, 1. 12. It will be noted that 
this explanation introduces Blake’s 
customary fourfold division, the 
fourth factor being the eternal, which 
has the power of uniting and trans- 
figuring the whole. Maung Ba-Han 
(William Blake. His Mysticism, pp. 
77-80) traces a correspondence with 
the Four Zoas. Crabb Robinson, in 
describing the painting, refers to 
“Owen’s Triads,” and Mr. J. E. 
Lloyd, Hon. Librarian of the Uni- 
versity of North Wales, Bangor, has 
kindly sent me a translation of this 
triad which is no. 85, first series, in 
the Myvyrian Archaeology, ii, issued 
by William Owen, Owen Jones, 
and Edward Williams in 1801: 
“Three men escaped from Camlan, 
Morfran son of Tegid, Sanddef 
Angel-face, and Glewlwyd of the 
Mighty Grasp: Morfran, by reason 
of his ugliness—all thought he was 
a devil and avoided him: Sanddef 
was so fair and beautiful that none 
lifted a hand against him, deeming 
him an angel; Glewlwyd was so 
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huge and powerful that all fled 
before him.” See pages 234-235. 

P. 223, 1. 35. The Life, Letters, and 
Friendships of Richard Monckton 
Milnes, 1st Lord Houghton, by T. 
Wemyss Reid, vol. ii, pp. 222, 223. 

P. 224, 1. 17. Letter to W. M. 
Rossetti of 27th February 1866 in 
Rossetti Papers. 

P. 224, 1. 23. Now in the National 
Gallery and the Tate Gallery re- 
spectively. The former was ex- 
hibited several years later at the 
Royal Academy absurdly entitled 
“The Right Hon. William Pitt.” 
Cf. Life of Samuel Palmer, p. 347. 

P. 224, |. 30. The Examiner, 17th 
September 1809. 

P. 224, |. 35. Fuseli. 

P. 225, 1. 24. Keynes, Nonesuch, 
ili, pp. 125-126. 

P. 226, 1. 18. Ibid., pp. 130, 133, 
136, and Russell, Engravings, p. 153. 

P. 226, 1. 24. Keynes, Nonesuch, 
ili, pp. 145-162. 

P. 226, 1. 31. Gilchrist, Life, ii, 
p.-223. 

P. 226, 1. 34. Symons, Blake, pp. 
373-374. This picture was formerly 
in the collection of Captain Butts. 

P. 227, I. 10. Gilchrist, Life, i, pp. 
401-402. 

P. 227, 1. 18. Keynes, Nonesuch, 
iii, Plate LII. 


CHAPTER VII 


P. 232, 1. 8. See page 380. 

P. 232, 1. 15. His letter, quoted on 
page 211, was evidently in reply to 
one from Blake which has not been 
found. 

* P, 232, 1. 18. Mr. Todd, Gil- 
christ, p. 388, quotes a notice of and 
references to Blake as “‘an eccentric 
but very ingenious artist” from A 
Biographical Dictionary of the Living 


Authors of Great Britain and Ireland, 
published by Henry Colburn in 
1816. John Gibson, R.A., visited 
Blake in 1817. See Lady Eastlake’s 
Life of John Gibson, R.A., 1871, 
p- 42, and Times Literary Supple- 
ment, 3rd April 1937. 

P. 232, 1. 19. In a letter to Swin- 
burne, 30th November 1865, Kirk- 
up says: “*. . . as | always treated him 


NOTES 


with respect, and did not presume 
to contradict him, he was very kind 
and communicative to me, and so 
I believe he was to everybody except 
Schiavonetti.” This account of 
Kirkup’s relations with Blake is 
taken from a letter of 25th March 
1870, printed in The Life of Richard 
Monckton Milnes, 1st Lord Hough- 
ton, by T. Wemyss Reid, a letter to 
W. M. Rossetti of 27th February 
1866, in Rossetti Papers, and from 
“Swinburne and Kirkup,” by Ed- 
-mund Gosse, C.B., London Mercury, 
vol. iii, no. 14, December 1920. 

P. 233, |. 19. See page 310. 

P. 233, Ll. 30. A Critical Essay, p. 
89, note. 

P. 234, l. 1. Ibid., pp. 86, 87. 

P. 234, 1. 15. Morley, Crabb 
Robinson, p. 2. 

P. 234, 1. 28. The Correspondence 
of Robert Southey with Caroline 
Bowles, pp. 193-194. 

P. 235, l. 17. Keynes, Nonesuch, 
iii, p. 78. 

P. 235, 1. 20. Russell, Engravings, 
p. IS. 

P. 235, 1. 22. J. L. Roget, History 
of the Old Water-colour Society, i, 
p- 270. ‘ 

P. 235, 1. 26. Morley, Crabb Rob- 
inson, p. 1. Cf. Blake’s epigram “On 
the Virginity of The Virgin Mary 
and Johanna Southcott,” written at 
Felpham, Keynes, Nonesuch, ii, p. 
214. 

P. 235, l. 38. Keynes, Bibliography, 
p- 341. 

P. 236, 1, 2. Gilchrist, Life, i, p. 
297. 


Literary Life, by the Reverend Thos. 
Frognall Dibdin, D.D., London, 
1836, pp. 784-789. 

P. 236, l. 39. Keynes, Bibliography, 
pp. 322 and 472. 

P. 237, 1. 12. Critical description 


P. 236, 1. 13. Reminiscences of i 
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and analytical review of “Death on the 
Pale Horse,” painted by Benjamin 
West, P.R.A., with desultory refer- 
ences to the Works of some ancient 
masters, and living British Artists, By 
William Carey, London, 1817. 
Quoted from Keynes, Bibliography, 
pp- 467-468. 

P. 237, 1. 25. Two records of 
Blake’s dealing with Mr. Butts were 
preserved in the Butts collection, 
and are now in the possession of 
Mr. Graham Robertson. The first 
is a Debtor and Credit account 
(Keynes, Nonesuch, ii, pp. 298- 


299) showing the prints and draw-. 


ings which Blake did for Butts in 
1805. It is interesting since it enables 
certain drawings to be accurately 
dated, and also gives their prices. 
The second is a collection of receipts 
for the period from January 1805 
till December 1810, signed by Blake, 
with the exception, of No. X, 
which bears Mrs. Blake’s signature. 
The list of these is quoted from 
Keynes, Bibliography, pp. 74-75. 
The majority are in the following 
form: 


7 Decr 1808 
Received of Mr. Butts five 
Guineas on further account 
William Blake 


I. 22 January 1805, £12 12s. 

u. § July 1805, £5 7s. 

m. 7 September 1805, £4 4s. 

IV. 30 June 1806, £21 Ios. 

v. 15 October 1806, £5 5s. 

vi. March 1807, £28 6s. 

. 2 June 1807, {12 1s. 6d. 

. 13 July 1807, £15 15s. 

. 6 October 1807, £10 Ios. 
X. 14 January 1808, £26 5s. 
x1. 29 February 1808, £10. 

x11. 29 July 1808, £10. 

xa. 3 November 1808, £5 5s. 

xiv. 7 December 1808, £5 $s. 

xv. 7 April 1809, £21. 
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. 10 July 1809, £10 ros. 

. 10 August 1809, £10 Tos. 

4 October 1809, £10 Ios. 
.25 November 1809, £20. 

. 16 January 1810, £21. 

. 3 March 1810, £10 tos. 

. 14 April 1810, £21. 

. 30 June 1810, £5 $s. 

. 14 July 1810, £15 155. 

. 20 September 1810, £10 Ios. 
xxvi. 18 December 1810, £10 Ios. 

P. 237, 1. 34. Russell, Engravings, 
Pp. 93-04. 

P. 237, 1. 36. See page 373. 

P. 238, Ll. 8. Russell, Engravings, 
pp- 179-180. 

P. 238, 1. 13. Keynes, Bibliography, 

Gs 

Y P. 238, l. 15. Gilchrist, Life, i, p. 
296. Another effort of Flaxman’s to 
provide Blake with work had been 
unsuccessful. K. Povey (Notes and 
Queries, 20th November 1921) 
draws attention to a letter of Flax- 
man’s to John Bischoff of Leeds, 
dated 19th August 1814, printed in 
Memoranda of Art and Artists by 
Joseph Sandell. Flaxman offers to 
give Dr. Whitaker for his History of 
Leeds an outline drawing of the 
monument to Captains Walker and 
Beckett, continuing: 

“The engraving, including the 
copper-plate, will cost six guineas if 
done by Mr. Blake, the best en- 
graver of outlines.” 

P. 238, 1. 22. Keynes, Bibliography, 
p- 211. One of the proofs now in the 
British Museum Print Room is 
watermarked 1816. Gilchrist, Life, 
i, p. 34, states erroneously that Blake 
engraved for Wedgwood about 
1780. Since Mr. Keynes published 
his edition of Blake’s Writings he 
has come across a letter from Blake 
to Josiah Wedgwood, Jr., dated 
the 8th September. 1815, which 
accompanied a drawing which he 
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had altered and two new drawings. 
17 SouTH MOLTON STREET, 
8 September, 1815. 
Sir,—I send Two more drawings 
with the First that I did, altered, 
having taken out that part. which 
expressed the hole for the ladle. 

It will be more convenient to me 
to make all the drawings first, be- 
fore I begin Engraving them, as it 
will enable me also to regulate a 
System of working that will be 
uniform from beginning to end. 
Any Remarks that you may be 
pleased to make will be thankfully 
receiv'd by, Sir, 

Your humble Servant, 
WILLIAM BLAKE 

Records survive, sent by Wedg- 
wood’s London agent to Etruria, of 
the specimens sent to Blake for his 
work, which on at least one occasion 
were fetched by Mrs. Blake, and the 
room at South Molton Street must 
have been littered with terrines, 
salads, and butter-boats. The only 
record of payment is an entry dated 
11th November 1816: “William 
Blake, Engraver, London, £30 on 
account of engraving”: this may, 
therefore, represent the whole 
amount. (Keynes, Times Literary 
Supplement, 9th December 1926.) 

P. 238, l. 25. Keynes, Bibliography, 
pp- 256-257. 

P. 238, 1. 26. Now in the posses- 
sion of Mr. Graham Robertson. 

P, 238, 1. 28. Keynes, Nonesuch, 
ili, pp. 163-165 and 408. Mr. 
Keynes had not seen these drawings 
when he ascribed the description to 
1810. The designs are now in the 
possession of Mr. Adrian Van 
Sinderen, and have been reproduced 
for the first time in the Nonesuch 
edition of Milton’s Poems, Miscellane- 
ous. Cf. Keynes, “Notes on the 
Illustrations,” pp. 274-276. 
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NOTES 


P. 238, 1. 31. Ibid., pp. 278-279. 

P. 238, 1. 34. Keynes, Bibliography, 
p- 375. The extract is reprinted in 
Appendix VI. Cf. “Was Blake ever in 
Bedlam? A Strange Discovery,” by 
William T. Horton, Occult Review, 
November 1912. 


P. 239, 1. 11. Mary L. Pendered, 
John Martin, Painter, His Life and 
Times, pp. 29-33. 

P. 239, |. 33. Keynes, Nonesuch, 
ili, p. 392. Cunningham says that 
“the wrought incessantly upon what 
he counted his masterpiece, the 
Jerusalem, tinting and adorning it, 
with the hope that his favourite 
would find a purchaser. No one, 
however, was found ready to lay 
out twenty-five guineas on a work 
which no one could have any hope 
of comprehending, and this dis- 
appointment sank to the old man’s 
heart.” Symons, Blake, p. 428. 

P. 239, 1. 37. It is now in the pos- 
session of General Archibald Stirling 
of Keir. 

P. 240, 1. 2. Keynes, Bibliography, 
pp. 167-170, and Nonesuch, iii, pp. 
408, 409. 

P. 240, 1. 7. Keynes, Nonesuch, 
iii, pp. 166-320. 

P. 240, J. 10. Ibid., i, p. 190. 

P. 241, 1. 26. Ulro symbolizes the 
material world. 

P. 241, 1. 26. Damon, Blake, p. 
436, suggests that the name, Hand, 
is “probably to be explained by the 
antithesis between Wings and Hand 
(vision versus mechanism) in lines 
7-8 of The Tyger,” and that Hyle 
is derived from the Greek tAn and 
chosen for its resemblance to 
Hayley, a type of the bad artist. 

P. 245, 1. 37. Ibid., pp. 446, 447, 
discusses Blake’s familiarity, direct 
or indirect, with the doctrines of 
the Kabala, and points out that 
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Albion is identical with Adam Kad- 
mon, whose limbs had once con- 
tained all things. 

P. 246, Ll. 1. Russell and Maclagan 
give an interesting analysis of this 
lyric in the Introduction to their 
edition of Jerusalem, pp. xiv-xvi. 

P. 249, |. 17. Cf Morley, Crabb 
Robinson, p. 26. “Speaking of the 
Atonement in the ordinary Calvin- 
ist sense, he said ‘It is a horrible 
doctrine; if another pay your debt, 
I do not forgive it.’” 

P. 249, 1. 35. Lambeth, here the 
place of Blake’s inspiration, where 
several of the earlier symbolic books 
had been written, changes its con- 
notation where the allusion is to 
Bedlam or to the Archbishop’s 
Palace. 

P. 250, |. 34. Cf, Damon, Blake, 
pp- 388-389. 

P. 252, 1. 12. Keynes, Nonesuch, 
ill, p. 152. 

P. 252, 1. 13. Cf. Blake’s remark 
to Crabb Robinson that “careless 
gay people are better than those who 
think” (Morley, Crabb Robinson, 
p- 13). 

P. 253, 1. 6. Hervey was the 
author of Meditations among the 
Tombs. 

P. 254, 1. 18. Keynes, Nonesuch, 
iii, pp. 357-359. “Or” is a good 
instance of Blake’s use of a capital 
letter for emphasis. 

P. 257, 1. 36. Cf. Damon, Blake, 
pp- 408-409. 

P. 259, 1. 4. Annotations to Thorn- 
ton, Keynes, Nonesuch, iii, p. 386. 

P. 259, 1. 30. Damon, Blake, pp. 
183-195 and 433-475. Denis Saurat 
in an interesting article (“Blake et 
Les Celtomanes,” Modern Philology, 
vol. xxiii, November 1925) has 
explained many obscure passages 
both in Jerusalem and in a Descriptive 
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Catalogue by connecting them with 
theories prevalent among contem- 
porary Celtic antiquaries, with 
whom Blake may have come in 
contact early in life through Basire’s 
connection with them. It was a 
current belief among them that 
Britain was the birthplace of the 
human race and of the patriarchal 
religion, the Druids being the 
originators of derivative religions 
and civilizations throughout the 
world. i 

Maung Ba-Han deals at length 
with the later symbolic books in 
William Blake, His Mysticism. 

P. 260, 1. 13. Morley, Crabb 
Robinson, pp. 12, 13. Perhaps Blake’s 
praise of Fouqué’s Sintram—‘This 
is better than my things’”—may be 
taken also as an admission of his 
failure to reach the public through 
his symbolic books (Symons, Blake, 
p. 271): 

P. 260, 1. 30. Morley, Crabb Rob- 
inson, p. 3. 

P. 260, 1, 32. Symons, Blake, p. 
27k. 
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'P. 261, |. 2. Reproduced Keynes, 
Nonesuch, iii, Plate LVI. 

P. 261, 1. 36. London Magazine, 
July 1821. 

P. 262, 1. 8. Gilchrist, Life, i, p. 


323. 

P. 262, 1. 28. Keynes, Nonesuch, 
iti, pp. 335-337. The manuscript 
was for many years in the collection 
of Mr. E. J. Shaw, and was sold at 
Sotheby’s in 1925. 

P. 263, 1. 24. Keynes, Nonesuch, 
ill, p. 323. 

P. 263, 1. 30. Ibid., p. 81. 

P. 264, 1. 3. The Marriage o 
Heaven and Hell, ibid., i, p. 194. 

P. 264, 1. 21. Morley, Crabb 
Robinson, p. 3. 

P. 265, 1. 1. Cf. “Prisons are built 
with stones of Law, Brothels with 
bricks of Religion.” (The Marriage 
of Heaven and Hell, Keynes, None- 
such, i, p. 185.) 

P. 265, 1. 43. Cf. “On the Virgin- 
ity of the Virgin Mary and Johanna 
Southcott” (Rossetti MS. Keynes, 
Nonesuch, ii, p. 214). 

P. 266, 1. 17. Ibid., iii, pp. 338-349. 


CHAPTER VIII 


P. 269, l. 4. Symons, Blake, p. 222. 
The letter, Keynes, Nonesuch, iii, 
p- 353, is probably addressed to 
Linnell. Gilchrist, Life, i, p. 293, 
erroneously dates this meeting as 
about 1813, and confuses the elder 
George Cumberland with his son. 

P. 269, 1. 9. Russell, Engravings, 
p. 201. Blake is said to have received 
T§ guineas out of the 50 guineas paid 
to Linnell (Story, Linnell, i, p. 
159). 

P. 270, 1. 9. Ibid., p. 168. 

P. 270, |. ro. Ibid., pp. 161-162. 

P. 270, l. 29. Cf. Letter from Cun- 
ningham, ibid., p. 246, in which 
Cunningham, after saying that he 


has received “much valuable infor- 
mation” from Varley, asks for 
Linnell’s help, adding “I know 
Blake’s character, for I know the 
man. I shall make a judicious use of 
my materials, and be merciful where 
sympathy is needed.” Linnell com- 
plains to Bernard Barton in a letter 
of 3rd April 1830: “. . . lam sorry 
Mr. Cunningham did not avail him- 
self of the information I offered him, 
as he might have made his very 
interesting Memoir still more in- 
structive, and far more creditable 
to Mr. Blake by the alteration of 
some things and the addition of 
others with which I could have 
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furnished him” 
p- 227). 

P. 270, 1. 32. Symons, Blake, pp. ' 
419-423. 

P. 272, 1. 30. Gilchrist, Life, i, pp. 
298-304. A list of visionary heads is 
given in W. M. Rossetti’s Catalogue 
(ibid., ii, pp. 259-263). 

P. 272, 1. 33. This drawing is now 
in the possession of Sir Robert Witt. 

P. 272, 1. 36. See page 376. For an 
account of Jane Porter and her 
novels see These were Muses, by 
~ Mona Wilson, pp. 119-142. 

P. 273, 1. 1. Postscript to Appen- 
dix of The Scottish Chiefs, May 1841, 
quoted ‘from Keynes, Bibliography, 
pp- 473-475, where the note is 
printed in full. Linnell possessed 
these two visionary heads, but he 
copied them in oil for Varley who 
may therefore have been Jane 
Porter’s informant (Story, Linnell, 
i, p. 168). 

P. 274, 1. 31. Ibid., p. 160. 

P. 275, l. 4. See page 68. 

P. 275, l. 9. See page 67. 

P. 275, 1. 19. Story, Linnell, pp. 
159-160. 

P. 276, 1. 72 Keynes, Nonesuch, 
ili, pp. 321-322. 

P. 276, 1. 14. Ibid., i, p. 275. 

P. 276, 1. 18. Ibid, iii, p. 393. 

P. 276, |. 21. Russell, Engravings, 
p. 187. 

P. 276, |. 23. These drawings were 
afterwards in the Crewe Collection 
and were sold at Sotheby’s in 1903 
for £5,600 (Keynes, Bibliography, 
p- 180). 

P. 276, 1. 25. Formerly in the col- 
lection of John Linnell, and now in 
that of Mr. Keynes (Keynes, None- 
such, iii, pp. 357-360, and note, p. 
416). 

P. 276, |. 28. Ibid., pp. 354-356 
and 361-362. 

P. 277, |. 6. Symons, Blake, pp. 


Bs 


(Russell, Letters, 
\ 
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333-335. The miniature painter re- 
ferred to was Mrs. Mee. 

P. 278, 1. 5. Gilchrist, Life, i, p. 
401; Russell, Letters, pp. xx-xxi. 
The drawing is now in the possesion 
of Miss Carthew. W. M. Rossetti, 
Gilchrist, Life, ii, p. 223, says that 
Lawrence also possessed “The Rich 
Man in Purgatory.” 

P. 278, 1. 15. Ibid., i, pp. 318-319. 

* P. 278, 1. 15. Reproduced in 
The Illustrations of William Blake for 
Thornton’s Virgil, with Introduction 
by Geoffrey Keynes, 1937. 

P. 278, 1. 28. The 3 plates which 
were executed by a professional 
woodcutter have become smooth 
and characterless in the process. One 
of the designs cut by Blake was also 
cut by a professional, and impres- 
sions from the two blocks were 
printed to illustrate an article in 
The Athenaeum for 21st January 
1843, a date at which Blake was in 
general little appreciated, in order 
to point the moral that the artist 
himself can alone give full expres-— 
sion to his own genius. 

P. 279, 1. 6. The sketch book con- 
taining the drawings is now in 
America. The frontispiece is miss- 
ing, but one drawing is included 
which was not cut on wood. Cf. 
Keynes, Bibliography, pp. 211-214 
and an article by Binyon in the 
Burlington Magazine, December 
1920. Binyon reproduces the eight 
woodcuts of which original proofs 
have been preserved from the blocks 
before and after they were muti- 
lated. 

P. 279, 1. 13. The name was 
changed in 1883 to Southampton 
Buildings now rebuilt (Symons, 
Blake, p. 227). 

P. 279, 1. 18. Letter from Linnell to 
Bernard Barton, 3rd April 1830 
(Russell, Letters, pp. 226-229). 
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Collins and Abraham Cooper re- 
commended him for the grant; the 
mover and seconder of the resolu- 
tion were Baily and R. Bone 
(Gilchrist, Life, i, p. 328). 

P. 279, 1. 28. Keynes, Nonesuch, 
iii, pp. 364-366. This has been sup- 

osed to indicate an earlier issue of 
‘The Ghost of Abel.” Sampson, 
1905, p. xvii, pointed out that it 
refers to Blake’s first use of the pro- 
cess. ; 

P. 279, 1. 31. Cf. Damon, Blake, 
chapter xxxi. Blake’s Exhibition had 
included “The Body of Abel, 
found by Adam and Eve. Cain flee- 
ing away’, reproduced Keynes, 
Nonesuch, ii, Plate XLVI. 

* P. 280, 1. 26. More recent in- 
formation about Blake’s various 
illustrations of Job will be found in 
Mr. Keynes’s new volume, Blake 
Studies, 1948. 

P. 280, |. 26. Story, Linnell, i, pp. 
169, 170; Keynes, Bibliography, pp. 
179-182. The additional plate is the 
title-page. Seventeen of the water- 
colour drawings commissioned by 
Linnell are now in the possession of 
Mr. G. L. Winthrop, the sketches 
were purchased by Mr. T. H. 
Riches, and the plates have been 
deposited in the British Museum by 
the Linnell trustees. John Linnell, 
jun., informed Mr. Ellis that the 
proofs were published at ten guineas 
the set, and prints at five guineas 
(The Real Blake, p. 409), but Mr. 
Keynes states that the copies in 
original boards known to him are 
marked: “Prints £3 3s. Proofs 
£6 6s.” (Bibliography, p. 181). Lin- 
nell mentions the transaction in a 
letter to Bernard Barton of 3rd 
April 1830 (Russell, Letters, p. 228), 
discounting his own generosity on 
the ground that he had expected 
and still hoped for profit. This hope 
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was fully realized in 1918 when his 
collection of Blake’s works was 
sold at auction for over £22,500. 

*P, 281, 1. 35. The pencil 
sketches are reproduced in Pencil 
Drawings by William Blake edited 
by Geoffrey Keynes, Nonesuch, 
1927, which also contains a number 
of the visionary heads. 

P. 281, 1. 35. Keynes, Nonesuch, 
ili, p. 392. 

P. 282, l. 13. This clue has been 
both suggested and followed up by 
Joseph Wicksteed in Blake’s Vision 
of the Book of Job. Few readers of his 
elaborate argument will doubt 
Blake’s symbolic use of right and 
left, although they may feel that 
Wicksteed’s explanation is uncon- 
vincing in a few instances. Wick- 
steed also shows that God all 
through the book, except where he 
is the image of Eliphaz, is the reflec- 
tion of Job’s own spiritual state, and 
he relates the texts and symbols in 
the margins with the central designs. 
His valuable book, of which free 
use has been made in the account of 
Job given here, should be read by all 
students of Blake (second edition, 
London, 1925). Damon, Blake, 
Chapter xxx, writing after the 
publication of the first edition of 
Wicksteed’s book, has added several 
contributions to the symbolic inter- 
pretation of the illustrations, not- 
ably the suggestion, borne out by 
the title-page, that Blake again 
makes use of the Seven States, the 
Seven Eyes of God, and by his 
comparison with the Tarot Cards. 

P. 284, 1. 12. It is difficult to for- 
give Wicksteed’s treatment of Job’s 
wife in his commentary on this 
design. Although he has pointed out 
that she has been one with her hus- 
band, never counselling him to 


“curse God, and die,” as in the 


Mt ae. 
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Bible story, he here fancies her as 
strengthening the friends’ case 
against Job. Had the engraving be- 
longed to the Felpham days Blake 
might have been so tempted, but 
such a suggestion is now a treachery 
to Catherine Blake. 

*P. 284, 1. 12. Mr. Wicksteed 
resented this note, and I agreed that 
my sympathy with Job’s wife, 
whose spiritual sufferings must have 
been even greater than Job’s, had 
betrayed me into undue vehemence. 

P. 284, 1. 27. The beginning of 
this figure is discernible in the left- 
hand margin. 

P. 284, 1. 30. Sir C. Holmes has 
reproduced this design in his vol- 
ume on the Italian School in the 
National Gallery, on the same page 
as Botticelli’s Nativity. Blake is the 
only modern artist thus associated 
with the Old Masters, and it may be 
hoped that this honour has been 
duly published in heaven. Samuel 
Palmer writes: “I asked him how he 
would like to paint on glass, for the 
great West window (i.e., of West- 
minster Abbey), his Sons of God 
Shouting for Joy, from his designs 
in the Job. He said, after a pause, 
‘I could do it!’ kindling at the 
thought” (Gilchrist, Life, i, p. 56). 

* P, 284, |. 36. The addition of the 
arms of other angels to right and 
left is a recurrence to one of Blake’s 
designs for the Night Thoughts. In 
1818 Blake engraved The Child of 
Nature and The Child of Art after 
Charles Burckhart: details in G. 
Keynes’s Separate Plates. 

P. 285, 1. 4. Keynes, Nonesuch, 
ili, p. 156. 

P. 285, 1. 14. Ibid., ii, p. 235. 

P. 286, 1. 21. Morley, Crabb Rob- 
inson, p. 2. 

P. 286, 1. 22. Gilchrist, Life, i, pp. 
379-381. Coleridge’s poem, “The 
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Two Founts,” was addressed to 
Mrs. Aders. Lamb wrote some 
verses “To C. Aders, Esq., On his 
Collection of Paintings by the old 
German Masters” (Charles and Mary 
Lamb, Poems and Plays, edited by 
E. V. Lucas, p. 85). 

P. 286, 1. 28. See Sampson, 1905, 
p. IIs. 

P. 286, 1. 30. K. M. Esdaile, in 
The Library, vol. v, 1st July 1914, 
pp- 229-256. Her translation is 
quoted here. Mrs. Esdaile found 
some notes which Robinson had 
used in compiling his article; among 
others, quotations from the Adver- 
tisement (Keynes, Nonesuch, iii, pp. 
88-90), which was not reprinted till 
1921 (Keynes, Bibliography, facing 
pp. 84, 85). She points out that 
Blake’s early reputation in Germany 
was due to Crabb Robinson’s 
article. The greater part. of Cun- 
ningham’s Life was translated in the 
Zeitgenossen in 1830, and consider- 
able space was devoted to him in 
Nagler’s Kunstler-Lexicon, 1835. 
Mrs. Esdaile’s article is entitled ““An 
Early Appreciation of William 
Blake.” 

P. 287, 1. 4. Morley, Crabb Robin- 
son, p. 17. 

P. 288, 1. 14. Ibid., p. 1. 

P. 288, 1. 19. Ibid., p. 18. Cf. letter 
of Samuel Palmer to Mrs. Gilchrist 
(Life of Samuel Palmer, p. 248): 
“Wordsworth said to a friend, ‘I 
called the other day while you were 
out, and stole a book out of your 
library—Blake’s Songs of Innocence.’ 
He read, and read, and took it home 
to read, and read again.” Keynes 
(Bibliography, p. 46) suggests that 
the MS. poems which Robinson 
lent to Wordsworth may have been 
the Pickering MS. (letter to Dorothy 
Wordsworth,) Morley, Crabb Robin- 
son, p. 14. 
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P. 288, 1. 27. Morley, Crabb 
Robinson, p. 2. 

P. 288, |. 30. Ibid., p. 21. Cunning- 
ham, Symons, Blake, p. 429, des- 
cribes him as “of low stature and 
slender make, with a high pallid 
forehead, and eyes large, dark, and 
expressive.” é 

P. 289, 1. 2. Sadler, Crabb Robin- 
son, 13th May 1848. 

P. 289, 1. 12. Morley, Crabb 
Robinson, p. 3. 

P. 289, 1. 18. Ibid., p. 10. 

P. 289, 1. 20. Ibid., p. 8. 

P. 289, 1. 37. Symons, Blake, p. 
269. John James Masquerier, por- 
trait painter, 1778-1855. 

P. 290, 1. 13. Morley, Crabb 
Robinson, p. 12. 

P. 290, 1. 25. Ibid., pp. 21, 22. 
The shorter and earlier account in 
the Diary, p. 8, is more emphatic; 
Crabb Robinson even speaks of 
“filth.” It appears from a passage 
on page 25 of The Richmond Papers, 
edited by A. M. W. Stirling, as 
though George Richmond was in 


agreement with Crabb Robinson: 


rather than Palmer, but the opinion 
given is based on secondhand in- 
formation, and Mrs. Stirling kindly 
informs me that the story about 
Mrs. Blake was told to her by Mrs. 
Arthur Severn’s niece. 

P. 291, |. 2. Gilchrist, Life, i, p. 
349. 

P. 201, 1. 5. Anne Gilchrist, pp. 
258-262. Palmer remembered a 
painting of Blake’s own from the 
Metamorphoses after Giulio Romano 
and Diirer’s “Melancholia” (Gil- 
christ, Life, i, pp. 346-347). 

P. 2091, 1. 27. Keynes, Nonesuch, 
ili, pp. 376-380. 

P. 291, 1. 34. Morley, Crabb 
Robinson, p. 6. 

P. 292, 1. 1. Ibid., p. 23. 

P. 292, |. 13. Ibid., p. 15. Crabb 
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Robinson notes, 19th December 
1814, that Flaxman had also objected 
to Wordsworth’s phrase, “ 
Jehovah unalarmed.” “If my 
brother had written that,” said 
Flaxman, “I should say, “Burn it.’ ” 
But he admitted that Wordsworth 
could not mean anything impious 
in it” (Sadler, Crabb Robinson). 

P. 292, 1. 17. Keynes, Nonesuch, 
iii, p. 381. Upcott was an illegiti- 
mate son of Ozias Humphrey. 

P. 292, 1. 31. Cf Mysticism, by 
Evelyn Underhill, p. 286. 

P. 292, Ll. 32. T. Allsopp, Letters, 
Conversations, and Recollections of 
S. T. Coleridge, i, p. 107. 

P. 293, 1. 8. Keynes, Bibliography, 
pp. 121, 122. 

P. 293, 1. 10. Letters of Samuel 
Taylor Coleridge, edited by Ernest 
Hartley Coleridge, ii, pp. 685-688. 

P.: 293,° 1+ 92. Volo, “p. 9a3e 
Keynes, Bibliography, p. 375, sug- 
gests that the article may have been 
written by Palmer, Richmond, or 
Calvert. The writer complains “first 
of the insertion of stories which are 
falsely coloured; then of the stealing, 
borrowing, or copying a consider- 
able portion of the life from Nolle- 
ken’s Own Times; and, last of all, 
of a smile of contempt when speak- 
ing of Blake’s private sentiments 
and feelings, which certainly is not 
becoming or respectful in a fellow 
artist.” He remarks that had Blake 
lived in Germany he would have 
had “commentators of the highest 
order upon every one of his 
effusions.” .. . 

Commenting on Jerusalem, “We 
are perfectly aware of the present 
state of public opinion on this kind 
of men, but we know at the same 
time, that every genius has a certain 
end to perform, and always runs 
before his contemporaries, and for 
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that reason is not generally under- 
stood.” The article contains com- 
ments on several of the poems, in- 
cluding the following reference to 
Jerusalem: 

“For instance, Albion, with which 
the World is very little acquainted, 
seems the embodying of Blake’s 
ideas on the present state of Eng- 
land; he viewed it, not with the eyes 

- of ordinary men, but contemplated 
it rather as a promise of one grand 
man, in which diseases and crimes 
are continually engendered, and on 
this account he poured forth his 
poetical effusions somewhat in the 
style of Novalis, mourning over the 
crimes and errors of his' dear coun- 
try: and it is more extraordinary 
still that, like Novalis, he contem- 
plated the natural world as the mere 
outbirth of the thought, and lived 
and existed in that world for which 
we are created.” 

P. 294, 1. 5. The Works of Charles 
and Mary Lamb, edited by E. V. 
Lucas, vii, pp. 642-643. 

P. 204, 1. 11. Story, Linnell, i, p. 
223) 

P. 2094, 1. 24. Russell, Letters, pp. 
226-230. The Sonnet is printed by 
Story, Linnell, i, p. 194. Story also 
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prints a letter from Barton acknow- 
ledging a copy of Blake’s Job, and 
regretting that he cannot afford to 
buy one of the visionary heads, i, 
p- 192. 

P. 294, 1. 31. Letters of Edward 
Fitzgerald, i, pp. 25, 26. 

P. 294, 1. 34. John Forster, Walter - 
Savage Landor, ii, pp. 322-323. 
Crabb Robinson records, 20th May 
1838, that Blake had furnished the 
chief matter for talk at a breakfast 
party when Landor, Milnes, and 
Talfourd were present, and that 
Landor had maintained him to be 
the greatest of poets. (Sadler, Crabb 
Robinson.) 

P. 295, 1. 7. Ibid. chapter xxx 
(1827). 

P. 295, 1. 11. Hazlitt, The Plain 
Speaker, Essay IX, “On the Old 
Age of Artists.” 

P. 295, 1. 18. The Student, ii, pp. 
152-153. The heroine of Bulwer 
Lytton’s A Strange Story, who is for 
a time insane, occupies herself with 
“strange and fantastic drawings 
resembling Blake’s illustrations of 
the Night Thoughts and the Grave” 
(chapter Ixiv). 

P. 296, 1. 12. Gilchrist, Life, i, p. 
356. 


CHAPTER IX 


P. 297, 1. 9. “Wyldes and its 
Story,” by Mrs. Arthur Wilson, 
The Hampstead Annual, 1903. 

P. 297, 1. 15. Letter to Mrs. Lin- 
nell, Keynes, Nonesuch, iii, p. 367. 

P. 297, 1. 25. Ibid., p. 369. This 
cousin and the aunt buried in Bun- 
hill Fields (Gilchrist, Life, i, p. 405) 
are the only relatives apart from 
Blake’s immediate family to whom 
reference is made. 

P. 298, 1. 22. An early MS. of this 
thyme, on a loose sheet, is in the 


copy of the Songs of Innocence and of 
Experience which belonged to Dr. 
Jebb, Bishop of Limerick, and is 
now in the possession of Mr. E. M. 
Forster. It is copied on paper bought 
at Reigate, which suggests that it 
may have come from the Linnells, 
who lived at Redhill. 

P. 298, 1. 31. Gilchrist, Life, i, 
chapter xxxiii, and Story, Linnell, 
i, chapter xi. 

P. 299, 1. 2. Keynes, Nonesuch, 
iil, pp- 374-375. 
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P. 299, l. 5. There seems to be no 
foundation for Gilchrist’s statement, 
Life, i, p. 296, that Holmes and 
Richter influenced Blake’s colour- 
ing. 

5. 299, 1. 10. Constable, by M. 
Sturge Henderson, p. 9. 

P. 299, 1. 15. C£. The Followers of 
William Blake, by Laurence Binyon, 
Life of Samuel Palmer. A Memoir of 
Edward Calvert, Memorials of F. O. 
Finch. George Richmond said that 
the Ancients always kissed the bell- 
handle before entering Blake’s 
house. (The Richmond Papers by 
A. M. W. Stirling, p. 25). 

P. 300, l. 9. Binyon (The Followers 
of William Blake, pp. 1-2) says that 
drawings by William Young Ottley 
have probably also been attributed 
to Blake, and that Tom Hood was 
influenced by him. 

P. 300, |. 10. Life of Samuel 
Palmer, pp. 15-16. 

P. 300, |. 18. Ibid., pp. 9-10. This 
date is wrong, if, as seems probable, 
Blake did not begin the Dante 
designs till October 1825. 

P. 300, l. 30. Ibid., pp. 16-17. 

P. 301, 1. 1. Gilchrist, Life, i, pp. 
344-347. 

P. 301, |. 10. Life of Samuel Palmer, 
p. 245. 

P. 301, 1. 23. Athenaeum, 11th 
September 1875. The allusion is to 
an essay by Dr. Richardson quoted 
in The Cornhill Magazine, August 
1875. “Dr. Richardson, in an inter- 
esting essay on hallucinations, men- 
tions a singular illustration of this 
faculty in the case of Wm. Blake. 
This artist once ‘produced three 
hundred portraits from his own 
hand in one year.’ When asked on 
what this peculiar power of rapid 
work depended, he answered ‘that 
when a sitter came to him, he looked 
at him attentively for half-an-hour, 
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sketching from time to time on the 
canvas; then he put away the canvas 
and took another sitter. When he 
wished to resume the first portrait, 
he said, I took the man, and put him 
in the chair, where I saw him as 
distinctly as if he had been before 
me in his own proper person. When 
I looked at the chair, I saw the man.” 
It may be well to mention that the 
exercise of this faculty is fraught 
with danger in some cases. Blake, 
after a while, began to lose the 
power of distinguishing “between 
the real and imaginary sitters, so 
that [the sequitur is not quite mani- 
fest, however] he became actually 
insane, and remained in an asylum . 
for thirty years. Then his mind was 
restored to him and he resumed the 
use of the pencil; but the old evil 
threatened to return, and he once 
more forsook his art, soon after- 
wards to die.’ ” (““On Some Strange 
Mental Feats,” Cornhill Magazine, 
vol. xxii, pp. 157-168.) Dr. Rich- 
ardson may have based his assertion 
on the article in the Revue Britan- 
nique (see Appendix), or have 
derived it from some common 
source. The above statement that 
Blake produced three hundred 
portraits in a year may have inspired 
the perpetrator of the portraits of 
Shelley and others described in “An 
Unknown Collection of Portraits 
by William Blake; the Genius of the 
Pre-Raphaelite Movement,” by J. 
E. Robinson, Arts and Decorations, 
January 1918, pp. 100-105, 130. The 
twelve reproductions in the article 
show that the portraits are not 
Blake’s work. A modern alienist has 
treated Blake as a typical case of 
manic-depressive insanity (‘“Wil- 
liam Blake,” by Herbert J. Norman, 
Journal of Mental Science, April 
1915). Dr. Norman appears to 
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accept Ellis’s Real Blake as a historic 
account of the man, and he ignores 
some of the opinions expressed by 
Blake’s contemporaries. Although 


his knowledge of mental pathology 


is presumably profound, Dr. Nor- 
-man permits alarmingly little licence 
to the normal man. His imaginative 
experiences are rigidly circum- 
scribed, nor must he, apparently, 
remain celibate since Blake’s lack of 
nephews and nieces is taken to indi- 
cate the tendency to sterility of a 


degenerating family. Dr. Norman ~ 


cites some of Blake’s writing as 
obviously the work of a madman, 
but his’acquaintance with the sym- 
bolic works would not appear to be 
exhaustive, as he alludes to the child- 
bearing Enitharmon as male. It is 
unnecessary to examine the article 
in detail because readers of this 
book, who wish to refer to it, will 
be able to determine for themselves 
whether Dr. Norman’s treatment of 
the subject is adequate. 

P. 301, 1. 36. Life of Samuel Palmer, 

P. 302, 1. 2. Ibid., p. 302. 

P. 302, 1. 3: Gilchrist, Life, i, p. 


347. 

P. 302, |. 11. Life of Samuel Palmer, 
PP. 244-245. 

P. 302, 1. 32. This account is 
taken from The Followers of William 
Blake, by L. Binyon, A Memoir of 
Edward Calvert, Story’s Linnell, and 
James Holmes and John Varley, also 
by Story. 

P. 303, 1. 16. “To Summer,” 
Keynes, Nonesuch, i, p. 2. 

P. 303, l. 26. “Pilgrim and Mile- 
stone,” now in the British Museum 
Print Room. 

P. 303, 1. 36. Gilchrist, Life, i, p. 
360. 

P. 304, l. 3. Ibid., pp. 342-343. 

P. 304, l. 14. Binyon, The Fol- 
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lowers of William Blake. H. H. Gil- 
christ, in his Memoir of Anne Gil- 
christ, p. 261, says that Richmond 
showed him his first picture, “The 
Shepherd Abel,” and told him how 
Blake had made a drawing for him 
in correction of the shepherd’s arm. 

P. 304, 1. 21. Anne Gilchrist, pp. 
258-262. Richmond does not really 
account for the mouth being unlike 
as the pain would have been a later 
occurrence. H. H. Gilchrist also 
says: “Mr. Richmond drew our 
attention to the position of Blake’s 
ear, which is low down, away from 
the face near the back of the neck, 
showing an immense height of head 
above: .. .” He prints a letter from 
Samuel Palmer, p. 58, saying, “I 
forgot I think to mention that in the 
late Sir R. Peel’s copy of the 
‘Europe and America’ there is a 
pencil drawing by Mr. Richmond 
(a disciple of Blake’s), done soon 
after Blake’s decease, while the 
memory was fresh, and assisted by 
the cast of which I spoke; most 
probably this is the closest likeness 
existing.” Mr. Sydney Morse has a 
drawing acquired from the Rich- 
mond family, which is said to be a 
mask of Blake. The mouth is sensi- 
tive and full, but the nose is a third 
as long as Blake’s nose in the life 
mask. It is therefore doubtful 
whether it is the drawing of Blake 
to which Palmer refers. Mr. Keynes 
has been unable to identify Peel’s 
copies of Europe and America. 

P. 304, L. 33. Life of Samuel Palmer, 
p23; 

P. 304, 1. 35. Gilchrist, Life, i, p. 
343. 

P. 305, 1. 4. Life of Samuel Palmer, 
p- 251. 

P. 305, |. 6. Gilchrist, Life, i, p. 
343. 


! 
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P. 305, l. 19. Keynes, Bibliography, 
p- 136. 

P. 305, 1. 22. Now in the posses- 
sion of General Archibald Stirling 
of Keir. 

P. 306, 1. 3. Gilchrist, Life, i, p. 411. 

* P. 306, |. 3. Following note by 


Joseph Hogarth, was discovered by . 


Mr. Wilfrid Partington in his copy 
of Nollekens and His Times, Times 
Literary Supplement, 28th January 
1939: 

“Fred Tatham was Blake’s exe- 
cutor and possessed several of his 
drawings, many of which I pur- 
chased from him (these were sold 
at Southgate and Barrett’s, 7th 
June 1854). Mrs. Blake was hardly 
the passive creature here described— 
at all events Tatham did not find her 
so for she was opposed to everything 
he did for her benefit and when she 
submitted to his views it was always 
with the words ‘she had no help for 
it-—that at last Tatham, tired with 
her opposition, threw the Will be- 
hind the fire and burnt it saying, 
“There now you can do as you like 
for the Will no longer exists,’ and 
left her. Early the following morn- 
ing she called upon him saying 
William had been with her all night 
and required her to come to him 
and renew the Will which was done 
and never after did she offer any 
opposition to Tatham’s proceed- 
ings. 

P. 306, 1. 4. Story, Linnell, i, pp. 
241-242. 

P. 306, 1. 21. Memoir of Edward 
Calvert, p. 59. 

P. 306, 1. 24. Story, Linnell, i, p. 
241. 

P. 306, 1. 26. Gilchrist, Life, i, p. 
All. 

P. 306, 1. 29. Anne Gilchrist, p. 
129. She also said that Tatham ad- 
mitted selling the works for thirty 
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yéars at good prices. Tatham wrote 
to W. M. Rossetti: “. . . L have sold 
Mr. Blake’s Works for thirty 
years” (Rossetti Papers, p. 16). 

P. 306, l. 31. Garnett, Monograph 
on Blake, The Portfolio, 1895, pp. 
71-72, and Symons, Blake, pp. 
240-241. 

P. 307, l. 4. Morley, Crabb Robin- 
son, p. 6. 

P. 307, 1. 6. Russell, Letters, p. 
lvi, and Anne Gilchrist, p. 131. 

P. 307, |. 14. Russell, Letters, p. 39. 

P. 307, l. 30 Tatham furnished 
Gilchrist, Life, i, p. 421, with an 
account of the process by which 
Blake executed his printed draw- 
ings. Its accuracy was disputed by 
Linnell but has been confirmed by 
Mr. Graham Robertson’s experi- 
ments. Tatham also corresponded 
on the subject with W. M. Rossetti 
(Rossetti Papers, Letter No. 15). 

P. 307, 1. 32. Gilchrist, Life, ii, p. 
284. Keynes, Bibliography, p. 187. 

P. 307, 1. 36. Keynes, Nonesuch, 
ill, p. 75. 

P. 308, l. 1. Morley, Crabb Robin- 
son, p. 12. An album in the British 
Museum Print Room contains a 
design for a title-page inscribed in 
elaborate lettering “‘Visions of 
Eternity.” It may possibly have been 
intended for this book, but is as 
likely to have been a title-page for 
Vala. 

P. 308, l. 13. These additions have 
been noticed for the first time by 
Keynes, Bibliography, p. 320. Cun- 
ningham has quoted Lamb’s letter 
to Barton of 15th May 1824, and 
has given a more detailed criticism 
of Blake’s poetry. 

P. 308, 1. 16. Russell, Letters, p. 32. 

P. 308, 1. 24. Life of Samuel Palmer, 
p- 248. 

P. 309, |. 2. Keynes, Bibliography, 
Pp. 417-420. 
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NOTES 


P. 309, 1. 6. Russell, Letters, p. 32. 

P. 309, 1. 7. Gilchrist, Life, i, p. 
346. Abraham Woodhead’s trans- 
lation of St. Theresa’s writings was 
then current. Cf. Jerusalem, Keynes, 
Nonesuch, iii, p. 278. It is possible 
that St. Theresa’s writings were the 
origin of Blake’s phantasies about 
the help given him by the saints. 


P. 309, 1. 11. Cf A Vision of the 
Last Judgment. Ibid. p. 145. 

*P. 309, I. 11. Twenty-eight 
designs for The Pilgrim’s Progress on 
paper dated 1824 in the possession 
of Lord Crewe, but never exhibited, 
were reproduced in an edition of 
The Pilgrim’s Progress edited by 
Geoffrey Keynes for the Limited 
Editions Club, New York, 1041. 
They are now in the Frick Gallery, 
New York. 

P. 309, l. 12. William Blake’s Pro- 
phetic Writings, edited by D. J. Sloss 
and J. P. R. Wallis, i, p. 529, and ii, 
p- 232. 

P. 309, 1. 35. Symons, Blake, p. 
373. 

P. 310, 1. 1. The Farington Diary, 
iv, pp. 57-58. * 

P. 310, 1. 4. The Richmond Papers, 
by A. M. W. Stirling, p. 8. 

P. 310, 1. 7. The Farington Diary, 
v, p. 118. ; 

P. 310, l. 9. Life of Samuel Palmer, 
p- 383. 

P. 310, 1. 10. Ibid., p. 250. 

P. 310, 1. 14. Letter to Cumber- 
land, Keynes, Nonesuch, ii, p. 181. 

P. 310, 1. 16. Cunningham, Lives, 
ii, p. 309. Some of these stories were 
doubtless fabrications. Gilchrist, 
Life, i, pp. 364-365, instances one 
said to have been told by Leigh 
Hunt, of Blake taking off his hat 
and bowing low in Cheapside, ex- 
plaining that he had seen St. Paul. 

P. 310, |. 22. Ibid., ii, p. 317. 
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P. 310, 1. 29. Crabb Robinson, — 
speaking of 1810, when he was 
writing his article on Blake, says: 
“I knew that Flaxman thought 
highly of him, and though he did 
not venture to extol him as a 
genuine Seer, yet he did not join 
in the ordinary derision of him as a 
madman” (Morley, Crabb Robinson, 
p- 19). } 

_P. 310, 1. 34. Now in the Fitz- 
william Museum. 

P. 311, 1. 3. Keynes, Nonesuch, 
li, p. 183. 

P. 311, l. 13. Morley, Crabb Rob- 
inson, p. 25. 

P. 311, 1. 22. Keynes, Nonesuch, 
iil, p. 393. 

P. 311, l. 27. Ibid., pp. 393-394. 

P. 312, 1. 1. Russell, Letters, p. 
229. 

P. 312, 1. ro. “Fictions concerning 
William Blake” (Athenaeum, 11th 
September, 1875). 

P. 312, 1. 15. Story, Linnell, i, p. 
247. 

P. 312, 1. 25. After Blake’s death 
Mrs. Blake, according to Linnell’s 
biographer, sent the book of Dante 
designs to Linnell with a note saying . 
that they were his as he had already 
paid for them, but Tatham de- 
manded that they should be re- 
turned to him (ibid., p. 241). Anne 
Gilchrist says that Linnell fetched 
them away, but that Mrs. Blake 
asserted that a considerable sum was 
still due which Tatham claimed first 
on her behalf and afterwards on his 
own (Anne Gilchrist, p. 130). Mr. 
ohn Linnell, the painter’s son, told 
Mr. Ellis that his father had paid 
Blake a total of £103 ss. 6d., and 
had made a subsequent payment of 
about £26 to Mrs. Blake in respect 
of the Dante designs (The Real 
Blake, p. 410). Crabb Robinson 
(Morley, Crabb Robinson, pp. 2, 22, 
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27) hints that Linnell was retaining 
the designs in order to make a profit 
on them when Blake became 
famous, but Linnell is cleared from 
this imputation by a letter to Lord 
Egremont in which he offers to sell 
him the designs, engaging to hand 
over to Mrs. Blake the difference 
between their price and the sum he 
had paid for them. The designs were 
dispersed at the Linnell sale and 
most of them were distributed 
among public galleries. The copper- 
plates of the seven engravings were 
deposited in the British Museum by 
the Linnell trustees. A very limited 
number of sets of prints from these 
had been issued while they were in 
the possession of the Linnell family. 

P. 312, 1. 27. Russell, Engravings, 
p- 63. A varnished water-colour 
panel of this subject is in the posses- 
sion of Mrs, Graham Smith. Blake’s 
letter to Linnell of 25th April 1827 
probably refers to this painting 
(Keynes, Nonesuch, iii, p. 394). 

P. 312, 1. 30. See page 337. 

P. 313, l. 2. Facsimile reproduc- 
tions of the designs have been made 
for the National Art Collections 
Fund. 

P. 313, 1. 7. Keynes, Nonesuch, 
ili, p. 391. 

P. 313, 1. 7. Keynes, Bibliography, 
p. 184. 

P. 313, l. 11. Morley, Crabb Rob- 
inson, p. 19. 

P. 313, 1. 17. Ibid., p. 22. But in 
his Diary he remarks: “He showed 
me his designs, of which I have 
nothing to say but that they evince 
a power of grouping & of throwing 
grace & interest over conceptions 
most monstrous and disgusting, 
which I shd. not have anticipated” 
(ibid., p. 8). 

P. 313, 1. 18. Ibid., p. 4. 


‘P. 313, 1. 22. Keynes, Nonesuch, 
ili, pp. 382-383. 

P. 313, l. 27. Morley, Crabb Rob- 
inson, p. 6. 

P. 313, 1. 28. Ibid., p. 15. 

P. 313, 1. 30. The Translator of 
Dante. The Life of Henry Francis 
Cary, by R. W. King, p. 170. 

P. 313, 1. 32. Gilchrist, Life, i, p. 
367. 

P. 313, 1. 35. Keynes, Bibliography, 
p. 48; Gilchrist, ii, p. 264; Damon, 
Blake, p. 220. The MS. was sold 
with the Linnell collection and is 
now in the H. E. Huntington Lib- 
rary. 

P. 314, l. 22. This account is based 
on information given to Sir. Francis 
Meynell by Mr. Allen R. Brown of 
New Rochelle, N.Y. 

P. 314, 1. 29. Keynes, Nonesuch, 
iii, pp. 384-388. Printed in full for 
the first time. 

P. 314, 1. 35. Gilchrist, Life, i, p. 
398; Story, Linnell, i, p. 117; Anne 
Gilchrist, p. 261. 

P. 316, 1. 9. Keynes, Nonesuch, 
iii, pp. 389-390. 

P. 316, 1. 19. Ibid., p. 392. 

P. 316, 1. 23. Russell, Engravings, 
pp- 118-119. - 

P. 316, l. 32. “Gleanings from the 
Cumberland Papers,” by Richard 
Garnett, The Hampstead Annual, 
1904-5. The last phrase refers to the 
fact that Cumberland’s income had 
been much reduced. 

P. 317, 1. 5. Keynes, Nonesuch, 
ili, p. 394. 

P. 317, 1. 11. This account has 
been taken from Smith’s Biographical 
Sketch (Symons, Blake, pp. 378-379 
n. and 386) who, according to Gil- 
christ, had it from Mrs. Blake. 
Tatham, Russell, Letters, pp. 34, 35, 
writes as though the etching had 


been coloured and the portrait 
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drawn on the day of his death. 
Tatham described. the drawing to 
Gilchrist (Life, i, p. 404) as a 
“phrenzied sketch of some power, 
highly interesting but not tke,” It 
was at one time in his possession, 
but has not been traced. Smith, who 
probably saw it also, speaks of it as 
“a most spirited likeness of her. 
Cunningham calls it “a fine like- 
ness.” He gives two additional 
speeches of the dying Blake to his 
wife which sound like his own 
embellishments. 

“T glory,” he said, “in dying, and 
have no grief but in leaving you, 
Katherine; we have lived happy, 
and we have lived long; we have 
been ever together, but we shall be 
divided soon. Why should I fear 
death? nor do I fear it. I have en- 
deavoured to live as Christ Com- 
mands, and have sought to worship 
God truly—in my own house, when 
I was not seen of men.” And: 
“Kate,” he said. “I am a changing 
man—I always rose and wrote down 
my thoughts, whether it rained, 
snowed, or shone and you arose too, 
and sat beside me—this can be no 
longer” (Symons, Blake, pp. 428, 
429). 

P. 317, 1. 24. The original of 
this letter is in the possession of Mr. 
A. H. Palmer, and was exhibited at 
the Victoria and Albert Museum in 
1926. Richmond seems to have been 
present at Blake’s death, as H. H. 
Gilchrist speaks of him as the man 
who “when a student, closed the 
poet’s eyes and kissed William 
Blake in death” (Anne Gilchrist, 
pp. 258-259). The other person 
present was a neighbour helping 
Mrs. Blake, referred to by Gilchrist, 
Life, i, p. 405, as saying afterwards, 
“I have been at the death, not of a 
man, but of a blessed angel.” 
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P. 317, 1. 36. Russell, Letters, p. 46. 
Gilchrist, Life, i, p. 405. 

P. 318, 1. 7. Ibid., pp. 405-407; 
Russell, Letters, p. 37. Linnell’s pre- 
sence is not mentioned, but his son 
told Ellis that the additional £26 
paid to Mrs. Blake for the Dante 
drawings included {10 15s. which 
he had advanced for the funeral 
(The Real Blake, p. 410). 

P. 318, |. 9. The late Herbert Jen- 
kins described his investigations in 
William Blake, Studies of His Life 
and Personality, chapter ix. 

P. 318, 1. 11. Symons, Blake, pp. 
345-350. 

P. 318, 1. 36. Story, Linnell, i, pp. 
242, 248. His son told Ellis that 
Linnell paid her about £20 for her 
services (The Real Blake, p. 410). 

P. 319, 1. 1. Gilchrist, Life, i, p. 
409. Tatham says that she went back 
to her former lodgings which Ellis 
(The Real Blake, p. 438) takes to 
mean Fountain Court. She may 
therefore have lived for a few weeks 
in Upper Charlotte Street before or 
after being at Cirencester Place. 

P. 319, 1. 2. Swinburne (A Critical 
Essay, p. 89) heard this from Sey- 
mour Kirkup. 

P. 319, 1. 19. The Diary account 
(Symons, Blake, p. 272) is here used 
as it is not clear from that in the 
Reminiscences (Morley, Crabb Rob- 
inson, p. 26) that she was then living 
at Cirencester Place. The other facts 
are taken from Gilchrist, Life, i, pp. 
409-411; Story, Linnell, i, pp. 242- 
245; and Russell, Letters, p. 48. 

P. 319, 1. 24. These facts are taken 
from Gilchrist, Life, i, p. 411 and 
Russell, Letters, p. 49. A copy of 
For the Sexes, The Gates of Paradise, 
now in the H. E. Huntington 
library, bears the inscription, 
“Frederick Tatham to Mr. Bird on 
his attendance at the Funeral, Oct. 


394 


23rd, 1831, being the day on which 
the widow of the author was Buried 
in Bunhill Fields church yard” 
(Keynes, Bibliography, p. 177). Anne 
Gilchrist (pp. 129-130) repeats some 
gossip to W. M. Rossetti to the 
effect that Mrs. and Miss Blake did 
not get on well and latterly never 
met at all. The last part of the state- 
ment is contradicted by the account 
of Mrs. Blake’s death in Gilchrist’s 
Life, to which reference has been 
made. She says that Miss Blake died 
in penury and that there was even 
a rumour that she committed 
suicide, and blames Tatham for 
leaving her in want, even if his in- 
heritance of the Blake effects were 
legally sound. 

_ P. 320, 1. 7. See page 64. Gilchrist, 
Life, i, p. 359, says: “There had been 
stormy times in years long past, 
when both were young; discord by 
no means trifling while it lasted. But 
with the cause (jealousy on her side, 
not wholly unprovoked), the strife 
had ceased also.” J. T. Smith, on the 
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other hand, writes: “Blake and his 
wife were known to have lived so 
happily together, that they might - 
unquestionably have been registered - 
at Dunmow” (Symons, Blake, p. 
384). Letter to Hayley, Keynes, 
Nonesuch, ii, pp. 282-283. 

P. 320, 1. 18. Gilchrist, Life, i, p. 
359, says that Mrs. Blake also had 
visions: she saw “processions of 
figures wending along the river, in 
broad daylight; and would give a 
start when they disappeared in the 
water.” Two paintings by her are 
in the Graham Robertson collec- 
tion: “A Face in the Fire,” water- 
colour, inscribed “A drawing made 
by Mrs. Blake, taken from some- 
thing she saw by the fire during her 
residence with me. Curious as by 
her. Frederick Tatham:”’ and a 
tempera on canvas, inscribed 
“Agnes. From the novel of The 
Monk. Designed and painted by 
Catherine Blake, and presented by 
her in Gratitude and Friendship to 
Mrs. Butts.” 


CHAPTER X 


P. 322, 1. 5. T. Sturge Moore, Art 
and Life, p. 209, detects an improve- 
ment of style in The Ghost of Abel, 
which he thinks may have been due 
to the influence of Byron. 

P. 322, 1. 7. Amy Lowell (John 
Keats, i, pp. 405, 561, $83-585) tries 
to trace the influence of Blake on 
Keats. C. W. Dilke possessed a copy 
of the Songs of Innocence, but there 
is no evidence that he acquired it 
during Keats’ lifetime. 

P. 322, L. 20. A Defence of Poetry. 

P. 323, 1. 13. Preface to Hellas. It 
is interesting to note that Shelley 
thought of writing a dramatic poem 
on the Book of Job. 

P. 323, 1. 25. Russell, Letters, p. 31. 


P. 324, 1. 21. Morley, Crabb 
Robinson, p. 5. 

P. 324, 1. 35. Keynes, Nonesuch, 
iii, Pp. 379-380. 

P. 325, l. 4. André Gide, Dos- 
toievsky, p. 239. 

P. 325, 1. 14. Morley, Crabb 
Robinson, p. 26. 

P. 325, 1. 20. Gilchrist, Life, i, p. 
353. 

P. 325, l. 23. Three-score Years and 
Ten: Reminiscences of the late Sophia 
Elizabeth De Morgan, edited by 
Mary A. De Morgan, pp. 66-68. 
“When I was about ten years old I 
was walking with my father in the 
Strand, when we met a man who 
had on a brown coat, and whose 
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eyes, I thought, were uncommonly 
bright. He shook hands with my 
father, and said: 

“Why don’t you come and see 
me? I live down here,’ and he raised 
his hand and pointed to a street 
which led to the river. 

“Each said something about 
visiting the other as they parted. I 
asked who that gentleman was, and 
was told: 

“ ‘He is a strange man; he thinks 
he sees spirits.’ 

“ ‘Teil me his name,’ I said. 

“William Blake.’ ” 
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P. 325, 1. 26. Gilchrist, Life, i, p. 
352. 3 

P. 325, 1. 34. The Letters of Thomas 
Lovell Beddoes, edited by Edmund 
Gosse, pp. 33-34. 

P. 326, 1. 12. The Prelude, Book 
X. 

* P. 335. Mr. Keynes’s attribution 
of the drawing on page 4 and of the 
faint sketch on page 11 explains 
what has hitherto been a mystery, 
the awkward overcrowding of the 
book; it had been Robert’s, hence 
every inch of the paper carried 
inspiration from him. 
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Abercrombie (William), Palmer’s 
letter to, 237, 373. 
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Account of a Series of Pictures in the 
Great Room of the Society of 
Arts by James Barry, Blake’s 
copy of, 353. 
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Ackermann (R.), plates of The 
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Blake, 309. 

“Africa,” in The Song of Los, 101. 
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IV, 340 

Age of Reason (The), quotation 
from, 45. 

Ahania (The Book of), discussed, 99- 
IOI. 

metre of, 58. 
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IV, 338, 343. 
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America, 88. 

Amiens (Peace of), 139. 

“Ancient Britons (The),” descrip- 
tions of, 221, 223, 224. 

“Ancient of Days (The),” Blake’s 
vision of, 360. 

etching of, 92, 317. 

“Ancients” (The), relations with 
Blake, 299-310. 

Annotations to Reynolds, discussed, 
212~255) 

defiance of Moser quoted, 11. 
in Rossetti MS., 335. 

Annotations to Siris, 276. 

Annotations to Thornton’s New Trans- 
lation of the Lord’s Prayer, 314, 
315. 

Annual Register, obituary in, 318. 
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Antiquities of Athens (Stuart and 
Revett), engravings for, 363. 
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Artist (The), Hoppner’s letter to, 
203-204. 
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184. 
“Asia,” in The Song of Los, 101-102. 
“Associated Artists in Water 
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Astley’s Circus, Blake’s dispute with 
proprietor, 44. 
Astrology, Blake’s opinion of, 270. 
Athenaeum (The), appreciation of 
Virgil woodcuts in, 383. 
article by R. T. Stothard, 209. 
“Fictions concerning William 
Blake,” 391. 
“Auguries of Innocence,” described, 
165. 
lines in recalled by illustration of 
Job, 285. 
reference to lines in, 267. 
Augustans (the), poetic ideal of, 9. 
Axon (William E. A.), Thomas 
Taylor, The Platonist, 354. 
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Bacon (Francis), Blake’s annotations 
and references to, 5, 46-47, 82, 
139, 140, 258, 208. 

Ba-Han (Maung), William Blake, 
His Mysticism, 378, 382. 

Baily, E. H., and Academy grant, 
383-384. 

Bain (James), designs for Night 
Thoughts formerly in the pos- 
session of, 362. 

Baines (Mr.), brother-in-law, 279. 

Ballads, Hayley’s, 149-151, 190, 
336, 342. 

Banks (T.), death of, 186. 

Barbauld, Mrs., and the Mathew 
circle, 18. 

Barry (James), account of, 352-353. 
Blake’s friendship with, 14-15. 
pictures by, 14. 
reference to in Annotations to 

Discourses, 213. 


“Bible of Hell (The),” 
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Bartolozzi, Cromek pupil of, 196, 


198. 

Barton (Bernard), sonnet on Blake, 
294. 

Basire (James), Blake apprenticed to, 
3, 11 

connection with Celtic antiquar- 
jes, 382. 

Bateson (Mrs. W.), sketch in pos- 
session of, 360. 

Bathurst (Countess), patronage of 
Blake, 141. 

Battersea, Blake’s stay at, 16. 

Battersea Church, Blake married 
at, 20. 

Beddoes, The Letters of Thomas 
Lovell Beddoes edited by Ed- 
mund Gosse, 395. 

Beggar’s Opera, engraving for, 226. 

Behn (Aphra), furnishes Mrs. 
Blake’s fortune, 64. 

Bell’s Weekly Messenger, criticism of 
Fuseli, 195, 209. 

extract from, 235, 335. 

Bellamy (John), reply to Priestley’s 
attack, 356. 

Bentham (Jeremy), 42. 

Berger (Dr. P.), xii. 

Berkeley (Bishop), Annotations to 
his Siris, 276. 

Betty (W. H. W.), Blake’s opinion 
of, I9I. 

Beulah (Daughters of), address to, 
70. 

description of, 173. 

Note on word, 358. 

possibly 
Vala, 103. 

Bibliography, Keynes, xi, xii, quoted 
passim. 

Binyon (Laurence), Blake’s colour- 
printed drawings, 78. 

The Engraved Designs of William 
Blake, account of illuminated 
printing, 354. 

The Followers of William Blake, 
quoted passim. 
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Binyon (Laurence), 
Illustrations of the Book of Job, 377. 
article on Virgil woodcuts, 383. 
Birch (John), surgeon, 179. 
Bird (Mr.), at Mrs. Blake’s funeral, 


319. 
copy of The Gates of Paradise, 393- 
304. 

Black (Clementina), The Cumber- 
land Letters edited by, 354. 
Blair (Robert), Blake’s illustrations 

to The Grave, 196-204. 
sale of plates, 374. 
Blake (Admiral), alleged ancestor of 
Blake, -1. 
(Catherine, Mrs. James 
Blake), maiden name unknown, 


Ts 
Blake’s relations with, 2, 3. 
death of, 73. 
Blake (Catherine, Miss Blake), 
Blake’s relations with, 2. 
move to Felpham, 134. 
messages to in letter, 147-149. 


friction with Mrs. Blake, 157, — 


304. 

Mrs. Blake’s farewell to, 320. 

Blake (Catherine, Mrs. William 

Blake), first meeting with 
Blake, 16. . 

Blake’s model, r1. 

description of, 16. 

dispute with Robert Blake, 17. 

helped Blake to colour engrav- 
ings, 23. 

knew secret of Blake’s process, 23. 

alleged objection to concubine, 
64. 

and Adam and Eve legend, 73-75. 

copies of Night Thoughts coloured 
by, 79. 

possible allusions to in Vala, 105, 
365. 

letter to Mrs. Flaxman, 134. 

move to Felpham, 134. 

help with Little Tom the Sailor, 
138. 

_ illness of, 142. 
(Ge 
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help with Life of Cowper, 148-149 

glad to leave Felpham, 157. 

relations with Hayley, 162. 

illness and recovery, 179. 

relations with her husband, 185. 

information from about the “Last 
Judgment,” 227. 

Kirkup’s account of, 233. 

Southey’s account of, 234. 

Crabb Robinson’s account of, 
290. 

relations with Tatham, 306, 319. 

engravings for Dante possibly 
coloured by, 313. 

and Cumberland’s card, 316. 

Blake’s last drawing of, 317, 392- 


393. 
at Blake’s death, 317-318. 
after Blake’s death, 318-319. 
death of, 319. 
drawing by, 329. 
drawing of, 329. 
dealings with Linnell about Dante 
drawings, 391-392. 
lodgings after Blake’s death, 393. 
paintings, 394. 
visions, 394. 
Blake (E.), engraver, 331. 
Blake (James, junior), Blake’s re- 
lations with, 3, 351. 
his mother living with, 73. 
letter to, 147-149. 
exhibition at his shop, 215, 220. 
Blake (James, senior), Blake’s re- 
lations with, 2, 3. 
death of, 22. 
Blake (John), 2, 351. 
Blake (Robert), Blake’s relations 
with, 2. 
pupil of Blake, 22. 
dispute with Mrs. Blake, 17. 
death of, 22. 
illuminated printing revealed by, 
232 
drawings by, 22, 354. 
Blake’s move after death of, 41. 
illustration in Milton, 170. 
Blake (W. S.), engraver, 330. 
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Blake and Milton by Denis Saurat, 
370. 

Blake Society, reproduction by, 366. 

Blake (William, Studies of his Life 
and Personality by H. Jenkins, 
reference to trial, 369. 

Blake’s Vision. of the Book of Job by 
Joseph Wicksteed, xi, 384-385. 

Blunt (Reginald), Mrs. Montagu, 
“The Queen of the Blues,” 353. 


Bochme (Jakob), influence on 
Blake, 52. 

belief in symbolism of Old Test- 
ament, $7. 


doctrine concerning sex, 60. 
diagrams, 219. 
death of, 317. 
Bonasone, influence on Blake, 281. 
Bone (R.), and Academy grant, 


384. 
Book of Ahania (The), metre of, 58. 
discussed, 99-101. 
Book of Enoch (The), illustrations of, 
314, 392. 
Book of Job (The), water-colours 
illustrating, 276. 
Illustrations of the, discussed, 281- 
286, 384, 384-385. 
Book of Los (The), metre of, 58. 
discussed, 98-99. 
Book of Moonlight (The), lost, 307. 
Book for a Rainy Day (A) by J. T. 
Smith, 353. 
Book of Revelation, allusions to in 
Vala, 104. 
Book of Thel (The), discussed, 33-34. 
metre of, 58. 
contrasted with Visions of the 
Daughters of Albion, 85. 
Book of Urizen (The First), discussed, 
93-98. 
compared with Tiriel, 33. 
metre of, 58. 
design illustrating, 92. 
compared with Vala, 111. 
Books read by Blake, 308-309. 
Botanic Garden (The), engravings 
for, 356. 
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Boucher, Blake’s father-in-law, 16. 
Bowles (W. L.), Sonnets and Other 

Poems possessed by Blake, 309. 
Bowyer (W.), Blake not employed 


y, 197. 

Boydell (J. and J.), Blake not em- 
ployed by, 197. 

work for, 226. 

Braithwaite (Daniel), patron of 
Romney, 186. 

Bray (Mrs.), Life of Thomas Stot- 
hard, 352. 

British Museum, plates of Dante in, 


392. 
plates of Job in, 384. 
MS. of Vala in, 104. 
Broad Street, the Blakes’ hosiery 
business in, 2. 
Blake’s print shop in, 22. 
Fuseli lodged in, 13. 
Bromley (H.), to engrave Stothard’s 
“Canterbury Pilgrims,” 203. 
Brooke (Mrs.), and the Mathew 
circle, 18. 
Brown (Allen R.), information 
about Book of Enoch, 392. 
Bruce (H. L.), article by, 356. 
Bunhill Fields, Blake buried in, 318. 
Bunyan (John), language of adopted 
by Blake, 58. 
Blake familiar with, 309. 
designs for Pilgrim’s Progress, 391. 
Biirger (G. A.), Leonora, a transla- 
tion from, 77. 
Burglary, story of, 75. | 
Burke (Edmund), Blake’s opinion 


of, 5. 
Burke (Haviland), purchase of 
Blake’s works, 319. 
Burns (Robert), poetry of, 8. 
Bury (Lady Charlotte), account of 
Blake, 277. 
Butts (Captain), on Adam and Eve 
legend, 75. 
collection, 84. 
on connection of Blake with T. 
Butts, 237-238. 
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Butts (Mrs.), relations with Blake, 
83, 84. 
miniature of, 143. 
Butts (Thomas, junior), and 
Adam and Eve legend, 75, 361. 
relations with Blake, 83, 84, 237. 
relations with Kirkup, 232, 233. 
Butts (Thomas, senior), and Adam 
and Eve legend, 73-75. 
Blake’s relations with, 83, 84. 
letter to Blake, 136-137. 
references to in letter to James 
Blake, 147, 148. 
work for at Felpham, 160. 
Blake’s account with, 237, 379- 
380. 
minidture of, 131, 136, 138, 143. 
collection, 184, 185, 237. 
designs for Comus bought by, 
367. 
copy of Dante engravings, 313. 
water-colours illustrating The 
Book of Job for, 276. 
copy of Night Thoughts, 79. 
drawings for Paradise Lost for, 
210. 
Butts (Sir William), ancestor of 
Thomas Butts, 83. 
Byron (Lord), The Ghost of Abel 
dedicated to, 279. 
influence on Blake, 394. 
opinion of Hayley, 129. 
Bysshe (Edward), Art of Poetry, 
used for fortune telling, 64. 
quotations from his Art of Poetry, 
in copy of Europe, 93. 


Cc 


Cabinet Gallery of Pictures (The), 
account of Phillips’ portrait in, 
200-201. 

Cain, The Ghost of Abel dedicated 
to author of, 279. 
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Calvert (Edward), relations with 
Blake, 299, 302-303. 
remonstrance with Tatham, 306. 
at Blake’s funeral, 318. 


Calvin (J.), in Milton, 171. 


_ Candle of Vision (The), by A.E., 


references to, 68, 359, 360. 


Canterbury Cathedral, vignette of, 
206. 


‘“Canterbury Pilgrims,” controversy 


about, 203-208. 
Blake’s description of Chaucer’s 
characters, 222-223. 
smaller engraving, 238. 
Carey (William Paulet), apprecia- 
tion of The Grave, 374. 
obscurity of Blake’s life, 237. 
Critical description, etc., 204, 379. 
Carlyle (T.), exonerated Irving 
from responsibility for holo- 
caust, 307. 


Carolines (The), handling of metres, 
9. 
influence on Blake’s vocabulary, 


7. 
Carter (Mrs. Elizabeth), and the 
Mathew circle, 18. 
Cary (H. F.), opinion of Blake, 313. 
translation of Dante, 313. 
purchase of drawing, 319. 
Catalogue of the Royal and Noble 
Authors of England possessed by 
Blake, 309. 

Cave (Peter le), paintings sold as 
Morland’s, 235. 

“Caverns of the Grave I’ve seen 
(The),” 210. 

Cenci, The, preface quoted, 322. 

Cennini (Cennino), methods, 216. 

Chalmers (Alexander), edition of 

Shakespeare's Works, 188. 

Chapman (G.), Homer possessed by 

Blake, 309. 
Chapone (Mrs.), and the Mathew 
circle, 18. 
quotation from, 18. 
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Chatterton (Thomas), admired by 
Blake, 7, 352. 
allusion to in An Island in the 
Moon, 21. 
Chaucer (G.), Edition of, 205, 206. 
Chichester Quarter Sessions, trial at, 
156. 
“Chimney Sweeper (The),” in 
Montgomery’s Album, 294. 
Chodowiecki (Daniel), Blake’s en- 
gravings after, 356. 

“Christ Crucified adored by Al- 
bion,” described, 261. 

Christabel, metre of, 263. 

Cirencester Place, Linnell’s studio 
in, 297. 

Cock (Private), Schofield’s com- 
rade, 156. 

Colby (Elbridge), The Life of 
Thomas Holcroft by, reference 
to, 361. 

Coleridge (S. T.), lines on Priestley, 


Ass 
admiration of Blake, 55. 
criticism of Wordsworth, 292- 
293. 
criticism of Blake, 293. 
meeting with Blake, 293. 
poem to Mrs. Aders, 385. 
on baiting ox, 370. 

Collins’ Farm, Linnell’s move to, 
297-299 

Collins (William), read by Blake, 7. 

compared with Blake, ro. 
romantic spirit of, 55. 

Collins (W.), recommendation of 
Blake for Academy grant, 279, 
383-384. 

at Hampstead, 299. 

Colnaghi (Messts.), Blake’s collec- 
tion sold to, 279. 

Colour-printed drawings, 77, 78. 

apes for in Rossetti MS., 339, 


Colville-Hyde (Mrs.), information 
from, xii, 361, 363. 


Commins (Thomas), An Elegy Set 
to Music, engraving by Blake, 
13. 

Comus, designs for, 139, 367. 

Conjectures on Original Composition 
by Edward Young, 79. 

Constable (John), at Hampstead, 


299. 
Cooper (Abraham), recommenda- 
tion of Blake for Academy 


grant, 383-384. 
Cornhill Magazine (The), Dr. Rich- 
ardson’s account of Blake 


quoted from, 388-389. 
Correggio, Blake’s dislike of, 217, 
218. 
Cosway (Richard), comment on by 
Hazlitt, 295. 
opinion of Blake, 78, 361-362. 


Cowley (Abraham), possible in- 
fluence of, 354. 
Cowper (Lord), admiration of 


Blake’s heads of Cowper, 148. 
family pleased with proposal for 
edition of Cowper’s Milton, 
149. 
Cowper (William), connection 
with Joseph Johnson, 41. 
death of, 133. 
Hayley’s design for monument 
to, 130. 
Hayley’s design for tomb of, 140. 
Blake’s admiration of, 139, 192, 
367. 
translation of Iliad, 141. 
proposals about his Milton, 368. 
Cowper, Life of, Blake’s engravings 
for, 133, 139, 148-149, 187. 
“Cradle Song (A),” contrast be- 
tween two songs so named, 


37- 
Crawford (Oswald), article by, 351. 
Cregan (Martin), visit to the Blakes, 
180. 
note on, 371. 
Critical Description, by W. Paulet 
Carey, 204, 379. 


ape 


' INDEX 


Cromek (R. H.), connection with 

Dr. Malkin, 192. 

recommended to Hayley by Flax- 
man, 196, 372. 

dealings with Blake about Blair’s 
Grave, 196-202, 374. 

dealings with Blake about the 
“Canterbury Pilgrims,” 202- 
200. 

reference to in Jerusalem, 243. 

and G. Cumberland, junior, 211, 


376. 
R. T. Stothard’s defence of, 375— 


376.2 
“Crystal Cabinet (The),” inter- 
pretation of, 165. 
Cumberland (George, senior), pro- 
cess of printing, 24, 330, 331. 
friendship with Blake, 24, 79, 316, 
362-363. 
promoter of National Gallery, 80. 
Thoughts on Outline, 79, 362. 
introduction of Blake to Dr. 
Trusler, 80-82. 
letter to Blake, 211. 
and Blake’s Exhibition, 220. 
Cumberland (G., junior), on “Can- 
terbury Pilgrims” controversy, 
222, 370. 
Linnell introduced to Blake by, 
269. : 
call on Mrs. Blake, 316. 
Cumberland Letters (The), edited by 
Clementina Black, 354. 
Cunningham (Allan), reference to 
Blake’s marriage, 16. 
letter to Linnell about Life of 
Blake, 382. 
additions to Life, 239, 308, 390— 


391. 

anecdote of Fuseli and Blake, 310. 

on Blair’s Grave, 202. 

on the “Canterbury Pilgrims,” 
203, 204. 

description of Blake, 386. 

did not think Blake mad, 296. 

account of Phillips’ portrait, 200— 
201. 
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exaggerated Blake’s poverty, 294. 
dying speech of Blake, 393. 
account of the visionary heads, 
270-272. 
Cyclopaedia (Rees’), work for, 238. 


D 


Damon (S. Foster), xi. 

Blake, quoted passim. 

conjecture about An Island in the 
Moon, 19. 

synopsis of Jerusalem, 259. 

interpretation of “The Mental 
Traveller,” 164. 

on period of sterility, 183. 

Dante, designs for, 312-313, 337. 

Darley (George), reference to in 
letter, 326. 

Darwin (Erasmus), Blake’s en- 
gravings for The Botanic Gar- 
den, 356. 

“Death of St. Joseph (The),” date, 
184. 

“Death of the Virgin Mary (The),” 
date, 184. 

De Morgan (Sophia Elizabeth), 
reference to Blake in Reminis- 
cences, 394-395. 

Denham (Mr.), at Mrs. Blake’s 
funeral, 319. 

Descriptive Catalogue, discussed, 217- 
221. 

“The Bard” in, 22, 84. 

quotation showing belief in 
“world memory,” 68-69. 

reference to anent drawing in 
and folio Shakespeare, 210. 

denunciation of Stothard in, 204, 
205. 

quotation on visions, 66. 

Designs (Large Book of), 77: 

Designs (Small Book of), 77. 

Deville (J.), life-mask of Blake, 304. 
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Dibdin (Rev. Thomas Frognall), 
account of Blake, 236. 
Reminiscences of a Literary Life, 


379- 

Dilke (C. W.), copy of Songs of 
Innocence, 394. 

Discourses, annotations to, 212-214. 

D'Israeli (Isaac), Blake collection, 
236. 

references to Thomas Taylor, 354. 

Divine and Moral Songs for Children 
by Isaac Watts, reference to, 28. 

“Divine Image (The),” contrasted 
with “A Divine Image,” 36. 

Doctor (The), reference to Blake’s 
exhibition, 220. 

Don Juan, 365. 

Donne (J.), quotation from in 
Rossetti MS., 342. 

Dowden (Edward), The Corres- 
pondence of Robert Southey with 
Caroline Bowels, edited by, 
quoted passim. 

Drawings and Engravings of William 
Blake by Laurence Binyon, 
quoted, 78. 

“Dream (A),” transferred to Songs 
of Experience, 36. 

paraphrase of, 294. 

Dryden (John), Hayley’s superiority 
to, 129. 

Diirer (Albert), Blake inspired by 
prints after, 3. 

reference to in Prospectus (Canter- 
bury Pilgrims), 205. 


E 


Early Religious Poetry of the Hebrews, 
358. 

Eartham, Hayley’s move from, 133. 

Edwards, publisher of Night 
Thoughts, 78-79. 
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Egremont, Earl of, drawing bought 
by, 319. 
offered Dante drawings, 392. 
Egremont (Countess of), ““The Last 
Judgment” painted for, 210. 
Elegy, Set to Music by Thos. Com- 
mins, engraving for, 13. 
Elements of Morality, engravings for, 


356. 
Ellis (E. J.), xi. 
The Real Blake, quoted passim. 
theory of Blake’s Irish ancestry, 1. 
use of Rossetti MS., 38. 
on Adam and Eve legend, 74, 


75. 

English Bards and Scotch Reviewers, 
365. 

Engraved Designs of William Blake 
(The) by Laurence. Binyon, 
354. 

Enitharmon, definition of in Vala, 
104. 

Enoch (Mrs.), friend of Mrs. Blake, 
179. 

Enoch (The Book of), illustrations of, 
314, 392. 

Ensom (William), portrait of Blake, 
235-236. 


_ Ephesians (Epistle to the), quoted in 


Vala, 105. 

Epigrams on Hayley, 140, 162, 193, 
209. 

Epsom, visit to, 84. 

Esdaile (K. M.), “An Early Appre- 
ciation of William Blake,” with 
translation of Crabb Robin- 
son’s article in Vaterlandisches 
Museum, quoted passim. 

Essay on Sculpture, engravings for, 
130-131. 

Euler, engraving of, 193. 

Europe, discussed, 90-93. 

references to Introduction to, 33, 
6I, 62, 128. 

sketches for in Rossetti MS., 336, 
338, 343. 


INDEX 


Evans (bookseller), report on “‘Bal- 
lads,” 149. 
Everlasting Gospel (The), discussed, 
166, 264-267. 
in Rossetti MS., 335. 
expounded by Swinburne, 38, 
335. 
Examiner, article on Blair’s Grave, 
202. 
article on exhibition, 224-225. 
Excursion, annotations to, 292. 
Exhibition (Blake’s), 215-225. 
“Experiment pictures,” 183. 
Ezekiel, engraving, 77. 
in The Marriage of Heaven and 
Hell, 53. 
reference to, 161. 
quotation from in Rossetti MS., 


Blake’s vision of, 3. 


F 

Fairfax Murray Collection, xii. 

letters in, quoted passim. 

“Fairy leapt upon my knee (A), 
copied by Swinburne, 38. 

Fairy’s funeral, 159. 

Falconer (W.), Blake’s admiration 
of, 186. 

Familiar Lectures on Scientific Subjects 
by Sir J. F. W. Herschell, refer- 
ence to, 360. 

Farington Diary (The), xii, quoted 
passim. 

Fasti, Blake fond of, 309. 

Father's Memoirs of *his Child (A), 
Blake’s connection with, 191. 

Felpham, Blake’s first visit to, 133, 
134. 

Flaxman’s share in move to, 84. 

Blake’s cottage, illustration of, 
175. 

memories of, 185. 


” 
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Fénelon, reference to in Jerusalem, 


253. 
probably read by Blake, 309. 
Ferguson (James), Outhoun offered 
to, 307. 
purchase of illuminated books, 


319. 

Field, Barron, visit to Mrs. Blake, 
319. 

Figgis (Darrell), The Paintings of 
William Blake, 377. 


Finch (Francis Oliver), relations 


with Blake, 299, 305. 
Finch (Mrs.), omits mention of 
Blake, 305. 
Fittler (J.), Blake’s imitation of, 186. 
Fitzgerald (Edward), opinion of 
Blake, 294. 
Fitzroy Square, Butts lived in, 83. 
Fitzwilliam Museum, MS. of An 
Island in the Moon in, 19. 
Fairfax Murray Collection in, xii. 
Flaxman, Blake, and Coleridge by 
H. M. Morris, 355. 
Flaxman (John), Blake’s relations 
with, 13. 
childhood, 17. 
Taylor’s lectures at his house, 19~ 
20. 
admiration of Blake, $5, 310. 
Blake’s gratitude to, 59. 
engravings for his Odyssey, 77. 
letter to Hayley quoted, 131, 
132-133. 
medallion of T. A. Hayley by, 
131. 
letter about Blake’s move to Felp- 
ham, 133-134. 
lines to, 134. 
sketches for Cowper’s tomb, 140. 
letter to Hayley about trial, 154. 
Blake’s admiration of, 186. 
engravings for his Homer, 186. 
letter to Hayley about Blake, 190. 
advice about engravings for Life 
of Romney, 193-195. 
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- Flaxman (John), 

letter about book to benefit 
widow of Samuel Rose, 194. 

opinion of Caroline Watson, 194, 
372-373- 

recommends Cromek, 195, 372. 

letters to Hayley about Blake, 
196, 375. 

drawings for The Grave sub- 
mitted to, 201. 

and “Canterbury Pilgrims” con- 
troversy, 204-209. 

abuse of in Public Address,225.  . 

Blake’s praise of, 233. 

conversation about Blake, 235. 

engravings for his Hesiod, 238. 

recommendation of Blake, 380. 

treatment of Blake, 290, 296. 

comment on by Hazlitt, 295. 

on phrase of Wordsworth’s, 386. 

death of, 311. 

Flaxman (Maria), designs for Tri- 
umphs of Temper, 368. 

Flaxman (Nancy, Mrs. John), illus- 
trations of Gray’s Poems dedi- 
cated to, 84. 

verses to, 134. 

Fletcher (John), influence on Blake’s 
vocabulary, 7. 

“Fly, The,” reminiscent of Gray, 84. 

Followers of William Blake (The) by 
Laurence Binyon, quoted pas- 
sim. 

Forster (E. M.), Blake’s nursery 
thyme in possession of, 387— 
388. 

Foster (Birkett), Dante engravings 
possibly coloured by, 313. 

Fountain Court, move to, 279. 

descriptions of, 290. 

“Four and Twenty Elders (The),” 
admired by Rodin, 184. 

Four Zoas (The), discussion of, 103- 
127. 

Fox Inn (landlord of), 
rented from, 133. 

support of Blake against charge of 
high treason, 151-152. 


cottage 
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Franklin (Dr. Benjamin), votary of 
nudity, 75. 
in America, 88. 
Freethinker (A), loan to, 43. 
French Revolution (The), discussed, 
47, 48, 49. 
metre of, 58. 
“Frend (Mrs. Gilchrist), “Male- 


a, in the possession of, 


ae of Liberty, 41. 
Fry (Roger), Vision and Design, 377. 
Fuseli (Henry), Blake’s relations 
with, 14, 83, 142, 200, 236, 310. 
opinion of Blake, 55, 78, 233. 
flirtation with Mary Wollstone- 
craft, 43, 64. 
translation of Lavater’s Aphorisms, 


49. 

translation of Winckelmann’s Re- 
flections on the Painting and 
Sculpture of the Greeks, 6 

and Night Thoughts, 79, 363. 

illustrations of Shakespeare, 187- 
188, 194. 

Blake’s defence of, 195-196. 

introduction to illustrations of 
The Grave, 200. 

reference to in Annotations to ~ 
Discourses, 213. 

reference to in Public Address, 207. 

Lycidas, 236. 

illustration of The Botanic Garden, 
356. 

Life and aes of Henry Fuseli 


by John Knowles, quoted 
passim. 
G 
Gabriel (Archangel),  reproves 
Blake, 287. 
sat to Michael Angelo, 2or. 


Gainsborough (T.), reference to in 
Annotations to Discourses, 213. 


INDEX 


Galton (Sir Francis), quotation from 
Inquiries into Human Faculty by, 
360. 

“Garden of Love (The),” Crabb 
Robinson’s interpretation of, 
287. 

Garnett (Dr. Richard), “Letters of 
William Blake to George 
Cumberland” by, 354. 

“Gleanings from the Cumber- 
land Papers,” 392. 

monograph on Blake, 390. 

interview with Tatham, 306. 

account of Trusler, 363. 

Gates of Paradise (The), 39. 

Subject from Dante in, 312. 
sketches for in Rossetti MS., 334, 


For We Sexes, discussion of, 266. 
Bird’s copy of, 393-394. 
“Genesis The Seven Days of the 
Created World,” not by Blake, 
IAI. 
Genesis, Blake’s version of, 308. 
illustrations for, 313-314. 
in H. E. Huntington library, 392. 
Gentleman’s Magazine, obituary in, 
18. 
eae the ‘Third, criticism of 
Blake, 76. 
English adoration of, 192. 
Ghost, seen by Blake, 66. 
Ghost of Abel (The), discussion of, 
279-280. 
Gibbon (E.), friend of. Hayley, 


130. 
Gide (André), reference to Blake in 
Dostoievsky, 394. 
Gilchrist (Alexander), 
quoted passim. 
Life, design for cover, 336. 
and Adam and Eve legend, 73-75. 
account of Blair’s Grave, contro- 
versy, 198-201. 
version of the “Canterbury Pil- 
grims’’ story, 203, 204. 


Lifesinxi, 
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gossip about discord between the 
Blakes, 394. 
Rossetti MS., lent to, 38. 
story about the “Last Judgment,” 
227. 
on alleged bequest to Tatham, 
306. 
belief in Tatham’s holocaust, 
300. 
account of visionary heads, 272. 
Gilchrist (Anne), quoted passim. 
belief in Tatham’s holocaust, 306. 
‘letter from Samuel Palmer to, 
BOLe ; 
gossip about Miss Blake, 394. 
Giles (John), admiration of Blake, 
302. 
Gilpin (Rev. W.), Reynolds’ letter 
to, 160. 
“Glad Day,” possibly Blake’s own 
portrait, 12. 
in Large Book of Designs, 77. 
Gladiator, cast of given to Blake, 


Ble Blake’s start for, 297. 

“Godred Crovan,” 352. 

Godwin (William), account of, 43. 

influence on Shelley, 322. 

Goldsmith (Oliver), Blake attract- 
ed by, 3. 

Golgonooza, derivation, 365. 

Gordon (Lord George), Blake in 
No-Popery Riots, 15. 

Gosse (Sir Edmund), “Swinburne 
and. Kirkup,” 378-379. 

Gotzenberger, opinion of Blake, 
313. 

Gough’s Sepulchral Monuments in 
Great Britain, engravings in and 
drawings for, 4. 

“Graham Robertson Collection 
(The),” article by A. G. B. 
Russell, 361. 

“Graphic Muse (The),” engraving, 
188. 
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Grave (The), Blake’s illustrations to, 
196-204. 
proposal re Stothard’s “Canter- 
bury Pilgrims” inserted in, 
204. 
sale of plates, 374. 
Gray (Thomas), read by Blake, 7. 
illustrations of Poems, 84. 
Greek, Blake learning, 141, 149. 
Greek Art, Blake’s reaction against, 


80. 

Greek thought, Blake’s rebellion 
against, $7. 

Green Street, the Blakes’ lodgings 
in, 16. 


Greene (Robert), possible borrow- 
ing from, 355. 

“Grey Monk (The),” 163. 

Grierson (Professor), introduction 
to illustrations of Gray’s Poems, 
363. 

Guyon (Mme.), reference to in 
Jerusalem, 253. 

probably read by Blake, 309. 

“Gwin, King of Norway,” possible 

influence of Chatterton, 352. 


H 


Hampstead, Blake’s objection to, 
297-298. 

Linnell’s move to, 297-299. 

Hand, reference to in Jerusalem, 244, 
381. 

Harrison and Co., employed Blake 
as engraver, 12. 

Havens (R. D.), The Influence of 
Milton on English Poetry, 360, 
370. 

Hawkins (John), patron of Blake, 
15, 219, 353. 
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Hayley (Thomas Alphonso), draw- 
ing by, 131. 
medallion of, 131. 
illness and death of, 132, 133. 
Hayley (W.), as seen by Anna 
Seward, 129. 
writings of, 129. 
letter about engraving of T. A. 
Hayley, 131. 
decoration of his library, 138. 
ballad of Little Tom the Sailor, 138. 
Preface to Ballads, 149-150. 
design for Cowper’s monument, 
130. 
design for Cowper’s tomb, 140. 
epigrams on, 140, 162, 193, 209. 
bail for Blake, 152. 
accident to, 153. 
mention of in Schofield’s infor- 
mation, 1§5. 
Blake’s relations with after return 
to London, 180, 185, 186. 
Blake’s money transactions with, 
189. 
Life of Romney, 186, 187. 
Phillips’ proposals to, 189. 
last letter to, 197, 198. 
Hazlitt (William), opinion of Blake, 
295. 
Heath (engraver), Blake’s opinion 
of, 206. 
Hebrew, Blake learning, 149. 
Heinemann (Messrs.), xiii. * 
Henderson (M. Sturge), Constable, 
388. 
Hercules Buildings, move to, 73. 
Hercules, cast of given to Blake, 3. 
Herschell (Sir J. F. W.), reference to 
lecture ‘On Sensorial Vision,” 
360. 
Hervey (J.), reference to in Jerusa- 
lem, 253, 381. 
Hesiod, engravings for, 238. 
Hesketh (Lady), admiration of 
Blake’s heads of Cowper, 148. 
admiration of Hayley’s design, 
140. 
proofs sent to, 187. 


INDEX 


Hewitt (Graily), opinion of Blake’s 
calligraphy, xiii, 332, 333. 

Hillel, in Milton, 174, 370. 

Hisben, reference to in Prospectus 
(“Canterbury Pilgrims”), 205. 

History of England, Blake’s, 39, 336, 
338. 

Hoare, Prince, Blake’s connection 
with, 188, 189. 

editor of The Artist, 204. 

Hogarth (W.), Blake’s opinion of, 
226. 

Holcroft, The Life of Thomas Hol- 
croft by Elbridge Colby, refer- 
ence to, 361. 

Holcroft (Thomas), account of, 44, 


role (Sir C.), reproduction of 
Blake in Italian School, 385. 

Holmes (J.), at Hampstead, 299, 

88. 

“Holy Family,” 211. 

Home (Daniel), influence of on 
Kirkup, 232. 

Home Farm, rented by Linnell, 297. 

Homer, Flaxman’s, 77, 186. 

Homer's Poetry (On), 276. 

Hood (Tom), drawings influenced 
by Blake, 388. 

Hope Cottage, Blake’s visit to, 298. 

Hoppner (John), opinion of Blake, 
79; 374- ‘ 

letter on Stothard’s “Canterbury 

Pilgrims,” 203-204. 

Horae Lyricae, by Isaac Watts, refer- 
ence to, 28. 

Horton (William T.), article by, 
381. 

Houghton (Lord), Kirkup’s letters 
to, 232-233. 

“How sweet I roamed,” comment- 
ary on referred to, 30. 

Howard (H.), drawing by, 131. 

“Human Abstract (The),” discus- 
sion of, 37. 
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Humphrey (Ozias), Blake’s rela- 
tions with, 77, 78, 211. 

death of, 232. 

The Life and Works of Ozias 
Humphrey, R.A. by George 
Williamson, 376. 

Hunt (Leigh), story of Blake, 391. 

Hunt (Robert), art criticisms, 202, 
209, 376. 

Huntington Library (H. E.), draw- 
ings in, 212. 

proof of The French Revolution 
and Blake’s copy of Lavater’s 
Aphorisms in, 357. 

Genesis in, 392. 

Hurdis (Rev. James), Poems sub- 
scribed to by Blake, 309. 
Hyle, reference to in Jerusalem, 244. 

derivation of, 381. 

“Hymn on the Morning of Christ’s 
Nativity,” imitation of, go. 
drawings for, 212. 
Hypnagogic images, connection 
with Blake’s visions, 68-70, 
360. 


I 
“T asked a thief to steal me a peach,” 


39. 
“Ideas of Good and Evil,” 334. 
Iliad, Cowper’s translation of, 141. 
Illuminated Books, etchings from, 77. 
copies issued, 238. 
“Tl Penseroso,” designs for, 238. 
Image, Professor Selwyn, opinion 
of Blake’s calligraphy, xiii, 332. 
Imlac (Rasselas), 159. 
Industrial revolution, Blake’s des- 
cription of, 119. 
Influence of Milton on English Poetry 
(The) by R. D. Havens, 360, 
370. 
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Inquiries into Human Faculty by Sir 
Francis Galton, quotation from, 
360. 

Inquiry (An) by Prince Hoare, en- 

' graving for, 188. 

Inquiry into the Real and Imaginary 
Obstructions to the Acquisition of 
the Arts in England by James 
Barry, 352-353. 

“Introduction” to the Songs of 
Experience, discussed, 34, 35. 

“Introduction” to the Songs of 


Innocence, commentary on 
quoted, 29. 

Irving (Edward), Blake’s view of, 
307. 


Isaiah, in The Marriage of Heaven 
and Hell, 54. 

“TI saw a Monk of Charlemaine,” 
163. 

Island A the Moon (An), discussed, 
19-21. 

passage about engraving quoted 

from, 23. 


J 


Jebb, Dr., purchase of Blake’s 
works, 319. 
Jenkins (Herbert), William Blake, 
Studies of his Life and Personality, 
on Blake’s trial, 369. 
investigations about 
grave, 393. 
Jerusalem, analysis of lyric in by 
Russell and Maclagan, 381. 
borrowings from Vala, 104. 
composition of, 161. 
conception of, 182. 
discussed, 239-262. 
prosody of, 58, 59. 
reference to preface, 70. 


Blake’s 
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stanzas from Milton so called, 
167. 

stanzas from Rossetti MS., 163. 

Southey’s opinion of, 234. 

Tatham’s Life bound up with, 
305. 

Job, engraving of, Blake’s first, 
76. 

quotation from in Rossetti MS., 
339. g 

“Job in Prosperity,” lithograph, 
210. 

Job (The Book of), water-colours 
illustrating, 84, 276, 383. 

Job (Illustrations of the Book of), dis- 

cussed, 57, 281-286. 

Johnes of Hafod, Malkin’s dedica- 
tion to, I9T. 

Johnson (Rev. John), letter to from 
Hayley, 130. 

Blake’s description of, 139. 
paintings for, 139, 367. 

Johnson (Joseph), employed Blake 

as engraver, 12. . 
account of, 42. 
effect of his set on Blake, 47. 
Blake’s complaint of, 83. 
advice to Blake, 142. 
aggravating letters of, 190. 

Johnson (Dr. Samuel), approval of 
Barry’s decorations, 14, 352— 
353. 

admired by Mathew circle, 20. 
Blake’s lines on, 20. 

his tulip, 61. 

his seraglio, 65. 

Johnson (Mrs. Vaughan), panels in 
possession of, 367. 

Jonson (Ben), influence on Blake’s 
vocabulary, 7. 

“Joseph of Arimathea among the 
Rocks of Albion,” account of 
engraving, 5, 77. 

Julius (Dr.), translation of “The 
Tyger,” 286. 


INDEX 


K 


Keats (J.), on hypnagogic images, 
360. 
influence of Blake on, 394. 
Ker (W. P.), remark on Blake 
quoted, 222. 

Keynes (Geoffrey), xi, xii, 334, 335. 
Bibliography, quoted passim. 
Letters from William Blake to 

Thomas Butts edited by, 366. 
on Blake’s process of book print- 
ing, 24. 
The Everlasting Gospel first printed 
in full by, 262. 
Nonesuch, 59, quoted passim. 
notes to Nonesuch edition of 
Milton’s Poems, quoted passim. 
arrangement of Rossetti MS., 38, 
334, 335- 
article about Blake’s dealings with 
Wedgwood, 380. 
Vala first accurately printed by, 
104. 
King (Dr. E. G.), Early Religious 
Poetry of the Hebrews by, 358. 
King (R. W.), The Translator of 
Dante, 392. 
Kirkup (Seymour), on “The 
Ancient Britons,” 223-224. 
information from, 232-233. 
letter to Swinburne, 378-379. 

Klopstock, Blake’s opinion of, 141. 
probable translation from, 141. 

Klopstock (Mrs.), Letters of, 192. 

Knight of the Blazing Cross (The), 

Blake’s influence on, 310. 

Knowles (John), Life and Writings 

of Henry Fuseli, quoted passim. 

Kunstler-Lexicon (Nagler), Blake 

discussed in, 385. 


L 


“LT Allegro,” designs for, 238. 
Lamb (Lady Caroline), acquaint- 
ance with, 277. 


AIL 
Lamb (Charles), on Blake’s exhibi- 


tion, 221, 222. 
opinion of Blake, 55, 294. 
verses to Aders, 385. 

Lambeth, move to, 73. 

Lambeth Books, discussed, 85-103. 

Landor (Walter Savage), opinion of 
Blake, $5, 294-295. 

Life by John Forster, 387. 

Langford, auctioneer, interested in 
Blake, 3. 

Languages, Blake’s knowledge of, 
308. 

Laocoén, quoted in reference to 
Jerusalem, 254. 

engraving, 276. 

Large Book of Designs, 77. 

“Last Judgment (The),” for Coun- 
tess of Egremont, 210. 

large fresco of, 226-228. 

Latin, Blake learning, 149. 

Lavater (John Caspar), annotations 
to his Aphorisms, 49-50, 298. 

Blake’s engraving of, 357. 

Law (William), translation of 
Boehme, 52, 219, 309. 

Lawrence (Sir Thomas), admiration 
of Blake, 55, 278. 

at Lady C. Lamb’s party, 277. 

approved Virgil woodcuts, 278. 

drawings for The Grave submitted 
to, 201. 

pressed Academy donation, 279. 

opinion of Truchsessian Gallery, 
182. 

opinion of Fuseli, 310. 

Leaning (F. E.), article by on: 
“Hypnagogic Phenomena,” 
360. 

“Tear and Cordelia,” Romney’s 
picture, 186. 

Leathes (Captain), Schofield in his 
troop, ISI. 

Leconfield (Lord), “The Last Judg- 
ment” in the possession of, 376. 

EL 320; 
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Lennox (Mrs. Charlotte) and Mat- 
hew circle, 20. ; 

Leonardo, proposal that Blake 
should engrave after, 362. 

Leonora, designs for, 77. 

Letters from William Blake to Thomas 
Butts edited by Geoffrey 
Keynes, 366. 

Liberty (A Song of), part of The Mar- 
riage of Heaven and Hell, 54, 
358. 

Life-mask of Blake, criticism of, 
200, 304, 389. 

Life of Samuel Palmer, quoted passim. 

Life of William Blake (A), Tatham’s, 
305, quoted passim. 

“Lilly (The),” irony of, 36. 

Linnell (John, junior), information 
about Job, 384. 

information about Dante draw- 
ings, 391-392. 

information about funeral ex- 
penses, 393. 

information about payment to 
Mrs. Blake, 393. 

Linnell (John, senior), relations with 
Blake, 66, 269-275, 279, 297, 
312, 315-316. 

on Adam and Eve legend, 73, 74 

gift of Vala to, 87, 103, 127. 

on Stothard controversy, 208. 

description of Blake’s fresco 
painting, 216. 

and Virgil woodcuts, 278. 

and Illustrations of the Book of Job, 
280, 281, 384. 

at Hampstead, 297-299. 

and Tatham, 306. 

defence of Blake’s sanity, 312. 

commission for Dante designs, 
312. 

Genesis illustrated for, 313. 

and Mrs. Blake, 319. 

drawings by, 329. 

on Cunningham’s Memoir, 382— 
383. 
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Linnell (Mrs.), relations with Blake, 


298. 
Linnell (Miss), story about Calvert, 
302-303. 
Literary Anecdotes of the Nineteenth 
Century, Nicoll and Wise, 369. 
Literary Gazette, obituary in, 318. 
“Little Black Boy (The),” 28-30. 
Little Tom the Sailor, illustrations, 


139. 

Lloyd (David), 360. 

Lloyd (J. E.), translation of triad, 
378. 

Locke (John), references to, 5, 102, 
139, 258. 

Locker-Lampson (F.), Pickering MS. 
possessed by, 369. 

Locker Lampson (Commander 
Oliver), drawing in the pos- 
session of, 342. 

London Corresponding Society, 41. 


London Magazine, mention of Jerusa- 
lem, 261. 
“Long John Brown and Little Mary 
Bell,” 165. 
“Long Story (A),” illustrations, 85. 
Los, anagram, 364. 
definition of in Vala, 104. 
description of, 170, 171, 172. 

Los (The Book of), discussed, 98-99. 
metre of, 58. 

Los (The Song of), discussed, 101- 
103. 

metre of, 58. 
allusion to anent Vala, 109. 

Loutherbourg (P.), comment on by 
Hazlitt, 295. 

Lowell (Amy), John Keats, influence 
of Blake, 394. 

Lucas of Leyden, reference to in 
Prospectus (“Canterbury Pil- 
grims”’), 205. 

Lucas (E. V.), A Swan and Her 
Friends, 365. 

Luther (Martin) in Milton, 171. 


INDEX 


Lycidas, Fuseli’s, Blake’s opinion of, 
236. 

Lytton (Bulwer), opinion of Blake, 
295. 

references to Blake in writings, 
387. 


M 


McDowall (K. A.), article by, 372. 
Macgeorge. (B. B.), collection of, 


xe 

Macklin (Thomas) (Machlin), 
Blake’s relations with, 197, 
225, 373- 

Macmillan (George), account of his 
second folio Shakespeare, 376. 

Macmillan (Messrs.), xiii. 

Madness, charge of discussed, 71. 

“Mad Song,” prosody of, 9. 

“Malevolence,” sketch of figure in, 
343. 

Malkin (Benjamin Heath), account 
of Blake quoted, 4, 11, 12. 

account of him and his A Father’s 
Memoirs of-his Child, 191, 192. 

preface to edition of Chaucer, 
206. 

Malkin (Thomas), account of, 191, 
192. 

Malthus (T. R.), allusion to doc- 
trines of, 365. 

“Man who built the Pyramids 
(The),” reference to Rasselas, 
358. 

Manchester Corporation Art Gal- 
lery, heads from Hayley’s 
library in, 138. 

Marcantonio, influence on Blake, 
281. 

Marriage of Heaven and Hell (The), 
reference to printing process 
quoted, 24. 
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discussion of, 53-55, 357. 

quoted anent The Song of Los, 
IOI. 

“The Bible of Hell” discussed, 
103. 

compared with Milton, 144. 

tradition carried on by Pickering 
MS., 166. 

quoted anent Jerusalem, 240. 

Palmer’s advice about publication 
of, 302. 

sketches for in Rossetti MS., 334, 
341. 

Marsh (Sir Edward), 329. 

Martin (Jonathan), mentioned in 
Revue Britannique, 239, 347- 

Marvell (Andrew), quoted, 8. 

“Mary,” 43, 165. 

Masquerier (J. J.), 236, 280, 386. 

Mathew (Mrs.), and Flaxman, 17. 

her circle of friends, 18. 
helps Blake start print shop, 
22. 

Mathew (Rev. Henry), Blake intro- 
duced to, 18. 

Preface to Poetical Sketches, 18- 
19. 

Maty (Henry), printed Cumber- 
land’s account of printing pro- 
cess in review, 24. 

Maxwell (Sir John Stirling), “Can- 
terbury Pilgrims” in the pos- 
session of, 374. 

Mee (Mrs.), 383. 

Memoir of Edward Calvert, quoted 
passim. 

Memoirs of Hayley, quoted passim. 

“Memorable Fancy” (first), quoted 
anent charge of madness, 71. 

(last) quoted anent The Everlast- 
ing Gospel, 263. 

Mengs, R., 188. 

“Mental Traveller (The),” inter- 
pretations of, 164, 165. 

Methuen (Messrs.), xiii. 
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Michael Angelo, Archangel Gabriel, 

one of his sitters, 201. ; 

Blake inspired by prints after, 3. 

figure copied by Blake, 5. 

Blake’s drawings compared to, 
15. 

i of, 160. 

reference to in Public Address, 207. 

Reynolds’ opinion of, 214. 

Wordsworth’s translation of, 292. 


Milton, metre of, $8. 

relations with Hayley described 
in, $9, 144, 162, 167. 

etching in, 62. 

address to Daughters of Beulah 
quoted, 70. 

borrowings from Vala, 104. 

suggested by Cowper’s dream, 
138. 

rete passages quoted from, 
157-159. 

vision in, 159. 

partly written at Felpham, 161. 

“My spectre around me night and 
day” compared with, 163. 

discussion of, 167-177. 

engraving of, 182. 

allusion to in Public Address, 226. 

Windus copy, 370. 


Milton (John), influence on Blake’s 

vocabulary, 7. 

quoted by Blake, 81, 338, 339, 
341, 342. 

reference to as drawn to Milton, 
88. 

imitation of by Blake, go. 

allusions to in Vala, 126. 

Cowper’s dream about, 138. 

passage about from The Marriage 
of Heaven and Hell, 167. 

remark about to Crabb Robinson, 
167. 

Blake’s admiration of, 192, 258. 

reference to in Public Address, 207. 

poem by spirit of, 345. 
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Milton’s Poems, notes by Geoffre 
Keynes, Nonesuch  editi i, 
quoted passim. 3 

proposed edition of, 149. . 

Milton Gallery (Fuseli’s), 149, 310. 

Miniature painting, Blake learns, 
138. \ 

Mitchell (W.), Pickering MS. pos- 
sessed by, 369. 

Mnetha, anagram, 355. 

Monckton-Milnes (Richard), Life 
by T. Wemyss Reid, quoted 
passim. 

“Monk of Charlemaine (The),” in 
Jerusalem, 250. 

Montagu (Mrs.), and the Mathew 
circle, 18. 

opinion of Pope, 18. 

Montagu (Mrs.), “The Queen of the 

Blues,” by Reginald Blunt, 


Montgomery (James), opinion of 
Blair’s Grave, 202. 

Montgomery, Memoirs of the Life 
and Writings of James Mont- 
gomery, by John Holland and 
James Everett, 374. 

Monthly Magazine, opinion of 
Blake’s poetry, 192. 

defence of Fuseli in, 195-196. 

Monthly Review, opinion of Blake’s 
poetry in, 192. 

Moonlight (The Book of), lost, 307. 

Moore (T. Sturge), Art and Life, 
influence of Byron, 394. 

More (Mrs. Hannah), and the 
Mathew circle, 18. 

More (Dr. Henry), quotations from, 


57. 

Blake resemblances to, 358. 

The Life of the Learned and Pious 
Dr. Henry More by Richard 
Ward, 358. 

Morland (George), Blake’s opinion 
of, 235. 

Morley, Crabb Robinson, quoted 
passim. 


INDEX 


Morley (Professor Edith J.), xii. 
information from, 375. 

Morris (H. M.), Flaxman, Blake and 
Coleridge, 355. 

Mortimer (J. H.), influence on 
Blake, 12, 213. 

Moser (George Michael), Keeper of 
Royal Academy, 11. 

Blake’s defiance of, 11. 

“Moses and the Tablets of Stone,” 
drawing, 5. 

Moss (W. E.), fragment of copper- 
plate in collection of, 363. 
Mulready (W.), at Hampstead, 299. 
“Muses (The),” compared with 

Tiriel, 32. 

“My Spectre around me night and 
day,” compared with Vala and 
Milton, 163. 

Mysticism, by Evelyn Underhill, 
quoted passim. 
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N 


National Art-Collections Fund, re- 
productions of Dante designs 
made for, 392. 

National Gallery, foundation of, 80. 

“The Spiritual Form of Pitt guid- 
ing Behemoth” in, 378. 

Nelson (H.), symbolical painting 
of, 224, 378. 

New Atlantis, 47. 

New Jerusalem Church, Blake 
member of, 50, 357. 

song composed in, 37. 

Newton (A. E.), 356. 

Newton (Sir Isaac), Blake’s refer- 
ences to, 61, 92, 102, 139, 140, 
I44, 162, 258, 281, 364. 

Newton, Mrs., votary of nudity, 75. 
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New Translation of the Lord’s Prayer 
(A), Blake’s annotations to, 
314-315. 
“Night,” 30-31. 
Night Thoughts, designs for, 78-79, 
83. 
form of Vala suggested by, 103. 
failure of illustrations for, 127. 
vision while reading, 2or. 
“Nobodaddy (To),” 30. 
Nollekens and His Times, edited by 
Wilfred Whitten, 353. 
Norman (H. J.), article on Blake, 
380. 
Northcote (James), on Reynolds 
and Michael Angelo, 214. 
North End, Blake’s visit to, 298. 
Linnell’s lodgings at, 297. 
Nursery rhyme, Blake’s, 298. 


O 


O’Brien (Dermod), help from, 371. 

“Ode on the Death of a Favourite 
Cat,” illustrations, 85. 

“Ode on the Intimations of Im- 
mortality,” Blake’s admiration 
of, 291-202. 

Odyssy, Flaxman’s illustrations for, 
77: 

Ogle, edition of Chaucer, 206. 

O’Neil (John), Blake’s supposed 
descent from, I. 

Orc, anagram, 364. 

Original Stories from Real Life, 
illustrations of, 43, 356. 

Ossian, influence of, 7, 34, 48. 

Ottley (William Young), drawings 
by attributed to Blake, 388. 


Outhoun, lost, 307. 
Outline, importance of, 217-219. 
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Outlines from the Ancients, Blake’s 
engravings for, 79. 
quotation from, 362-363. 
Ovid, Blake fond of, 309. 
Owen (William Owen Pugh), 
Southey’s opinion of, 234. 
triad, 378. 


P 


Paine (Thomas), account of, 42. 
and Watson’s Apology, 44-46. 
Blake’s references to, 64, 88. 
on the Bible, 93. 

Palgrave (F. T.), his copy of Europe, 

93. 
Palmer (A. H.), engraving for The 
Grave in the possession of, 373. 
Richmond’s letter about Blake’s 
death in the possession of, 393. 
Palmer (Samuel), did not sell MS. 
to Rossetti, 37. 
and Adam and Eve legend, 74, 
75, 301. 
praise of Thomas Butts, 237-238. 
description of Blake, 262. 
description of Fountain Court, 


291. 
relations with Blake, 127, 299- 


305. 

on Blake’s French, 308-309. 

letter about Blake, 325. 

on Blake’s connection with the 
Johnson set, 356. 

letter about engraving for The 
Grave, 373. 

suggestion to Blake about Job 
design, 385. 

on drawing of Blake by Rich- 
mond, 389. 

quoted passim. 

Palmer (William), sold MS. to 

Rossetti, 37-38. 
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Paradise Lost, influence of, 57. i 
Adam and Eve legend, 73. 
Cowper’s dream about, 138. - 
motto of Milton from, 167. : 
illustrations for, 210, 343, 376. 
doctrine of sex in, 358-359. 
quotation from, 364. 

Paradise Regained, designs for, 238. 

Paris, project for visit to, 139. 

Parker (James), keeps print shop 
with Blake, 22. 

partnership with dissolved, 41. 
consulted about Life of Romney, 
186, 193. 

Parry (Sir Hubert), musical setting 
of lyric, 370. 

Pars, drawing school of, attended by 
Blake, 3. 

Paulina of Lavant (Miss Harriet 
Poole), admiration of Hayley’s 
design, 140. 

Paye (R. M.), Miniature of T. 
Malkin, ror. 

Peacock (Thomas Love), Blake 
compared with, 21. 

Pearsall Smith (Logan), Words and 
Idioms by, 358. 

Peckham Rye, Blake’s vision on, 3. 

Peel (Sir R.), copies of Europe and 
America, 389. 

Pendered (Mary L.), John Martin, 
Painter, His Life and Times, 381. 

Percy (Bishop), Reliques read by 
Blake, 7. 

Percy Chapel, Rev. H. Mathew 
incumbent of, 17. 

“Phebe and Jellicoe,” 354. 

Phillips (Sir Richard), published 
Hayley’s Ballads, 150, 190. 
proposals to Hayley, 188-189. 

attack on Seagrave, 190. 
letter to about Fuseli, 195-196. 
letter to about astrologer, 196. 

Phillips (T.), portrait of Blake, 200- 

201, 236. 
portrait of Earl Spencer, 238. 


INDEX 


Pickering (Basil Montagu), pur- 
chased MS., 163. 
Pickering (William), 
' Blake’s Songs, 163. 
Pickering MS., discussed, 163-166. 
Piero della Francesca, 219. 
Piggott (Mrs. Graham Foster), col- 
lection, 84. 
Pindar (Works of Peter), possessed by 
Blake, 309. 
Piroli, engravings for Odyssey, 77. 
Pitt (W.), reference to in letter, 140. 
symbolical painting of, 224, 378. 
Plato, Blake’s knowledge of, 57, 358. 
allusions to in Vala, 126. 
definition of poetry, 161. 
Plowman: (Max), theory about “In- 
fant Sorrow,” 355. 
theory about A Song of Liberty, 
358. 
letter about drawings in Vala, 
363-364. 
letter on Milton and Vala, 369. 
Poetical Sketches, discussion of, 6-11. 
in the Mathew drawing-room, 18 
preface to, 18-19. 
compared with Songs of Innocence, 
27 et seq. 
quotation on engraving, 77. 
copy of sent to Hayley, 130. 
“Poison Tree (A),” reference anent 
quarrel with Hayley, 145. 
Poland Street, Blake’s move to, 41. 
Poole (Miss Harriet, the Lady of 
Lavant, Paulina of Lavant), 
admiration of Hayley’s design, 
140. 
lent Blake pony, 141. 
visits to, 141. 
health of, 154. 
supper with after trial, 156. 
note on, 368. 
Porter (Jane), note on visionary 
heads, 272-274, 383. 
Porter (Robert Ker), 272; contribu- 
tions to illustrated Shakespeare, 
376. 


published 
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Potter (R.), translation of Aeschylus 

possessed by Blake, 309. 
Poussin (N.), Blake’s admiration of, 
214. 


. Povey (K.), on heads in Felpham 


library, 366. 
letter about Miss Poole, 368. 
on letter from Flaxman, 380. 

Pre-Raphaelites and Blake, 326. 

Price (Dr. Richard), account of, 42. 

Priestley (Dr. Joseph), possible 
original of “Inflammable Gass 
the Wind-Finder,” 20, 42. 

account of, 42. 
attack on Swedenborgians, 356. 

“Prologue intended for a Dramatic 
Piece of King Edward the 
Fourth,” inscribed on engrav- 
ing, 77. 

Prospectus (“Canterbury Pilgrims”), 
draft for, 205. ; 

1810, 205. 

Prospectus of the Engraving of 
Chaucer's Canterbury Pilgrims 
(A), 205. 

Prospectus, To the Public, History of 
England in, 39. 

discussed, 77. 

self-assertion of, 127. 

comparison of later prices with, 
276: 

Proud (Joseph), reply to Priestley’s 
attack, 356. 

note on, 357. 

“Proverbs of Hell,” quoted in con- 

nection with “The Tyger,” 35. 
quoted in connection with The 
Book of Ahania, 100. 

Public Address, discussion of, 206- 

207. 
reply to Examiner attack, 225- 

226. 
Publication, Blake’s projects, 147- 


149. 
Pugh (William Owen), Southey’s 
opinion of, 234. 
triad, 378. 
Pupils, Blake’s, 76. 
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Q 


“Queen Katherine’s Dream,” en- 
graving after Fuseli, 188. 
drawings of, 371. 


Quentin (Mrs.), engraving of, 276. 


R 
Radcliffe (Ann), illustration of (?), 


336. 
Raimbach (Mr.); (engraver), Flax- 
man’s reference to, 375. 
Rasselas, Blake’s reference to, 61, 


358. 

Raphael, Blake’s admiration of, 3, 
160, 207. 

Real Blake (The), by E. J. Ellis, 

uoted passim. 
Rees’ Cyclopaedia, work for, 238. . 
Rembrandt, study of, 160. 
dislike of, 217. 

Revelation (Book of), allusions to in 
Vala, 104. 

Revue Britannique, article in, 238, 
347-350. 

Reynolds (Sir Joshua), not good 
enough for Goldsmith, 3. 
Blake’s interviews with, 11-12. 

advice to young artists, 17. 
comment on Discourses, 160. 
Blake’s engraving after, 188. 
annotations to his Discourses, 212 
et seq. 
Richardson (Dr.), article by, 304, 
388. 
Richardson (S.), Blake’s praise of, 
192. 
Richmond (George), relations with 
Blake, 67, 299, 304, 317, 319, 388, 
303. 
description of Fountain Court, 
291, 386. 
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letter about Blake’s death, 317. 
correction of his drawing by 
Blake, 389. 
position of Blake’s ear, 389. 
drawing of Blake by, 389. 
present at Blake’s death, 393. 
Richmond Papers (The), edited by 
A. M. W. Stirling, 386, 388, 
391. 
Richter, at Hampstead, 299, 388. 
Ricketts (Charles), opinion of 
Blake’s caligraphy, xiii, 333. 
Rinder (Frank), copy of A Song of 
Liberty in the possession of, 358. 
“River of Life (The),” probable 
date, 184. 
Robertson (W. Graham), collection 
of, 184, 355, 361. 
reconstruction of Blake’s process, 
361. 
letter from Butts in the possession 
of, 366. 
account and receipts in the pos- 
session of, 379-380. 
Robinson (Crabb), report of con- 
versation on genius and talent, 
56. 
on Blake’s advocacy of commun- 
ity of women, 65. 
on Blair’s Grave, 202. 
on Blake’s exhibition, 220-221, 


224. 
conversation with about the 
symbolic books, 260. 


article in Vaterlandisches Museum, 
220, 286-287. 
account of Blake in Diary and 
Reminiscences, 287-292. 
recitation of “The Tyger,” 2094. 
announced Flaxman’s death, 311. 
conversation about Dante, 313. 
visit to Mrs. Blake, 319. 
Robinson (J. E.), article on forged 
portraits, 388-389. 
Rodin (A.), opinion of Blake, 184, 
359-360. 
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Roget (J. L.), History of the Old 
Watercolour Society, 379. 

Romance of the Forest (The), illustra- 
tion for, 336. 

“Romeo and the Apothecary,” 
engraving after Fuseli, 188. 
Romney (George), admiration of 

Blake, 15, 55. 
friendship with Hayley, 130, 147. 
portrait of T. A. Hayley, 133. 
Blake’s engraving after, 181. 
Humphrey’s painting taken for 
- his, 211. 

Romney (Life of), Blake’s connection 
with, 185~186, 193-195. | 
Rose (Samuel), counsel at trial, 

156. 

death of, 156. 

proposal to benefit widow of, 
194. . 

Rossetti (D. G.), his Blake MS., 37- 

38. 

praise of Blake’s illustrations to 
Ballads, 151. 

access to Pickering MS., 163. 

amendments of texts, 326. 

sonnet by, 332. 

admirer of Blake’s calligraphy, 
332. 

transcript from Rossetti MS., 334. 

Letters to William Allingham, 355, 
368. 
Rossetti MS., account of, 37-39. 
drawings in, 312, 334-343. 
writings in, 334-343. 
early lyrics in, 38. 
reference to The Book of Moon- 
light, 307. 

“Canterbury Pilgrims” in, 206. 

“Epigrams”’ in, 193, 209, 214. 

History of England, 39. 

last dated entry, 235. 

poems written at Felpham, 163- 
166. 

Songs of Experience in, 38. 

Rossetti Papers, quoted passim. 
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Rossetti (W. M.), first printed 
Tiriel, 33. 
and Rossetti MS., 38. 
interpretation of “The Mental 
Traveller,” 164. 
references to his “Catalogue,” 
226, 314, 332, 337; 341. 
Rowlandson (Thomas), Blake’s 
opinion of, 82. 
Royal Academy, Blake at Antique 
School, 236. 
exhibits at, 15, 22, 84, 210. 
refusal of Blake’s work, 216. 
Royal family, post of drawing mas- 
ter to sought for Blake, 76. 
Rubens, Blake’s dislike of, 217. 
Ruskin (John), admiration of Blake, 
ISI. 
copy of Jerusalem, 240. 
Russell (A. G. B.), xii, 184. 
“The Graham Robertson Collec- 
tion,” 361. 
“The Visionary Art of William 
Blake,” 377. 
Engravings, quoted passim. 
Letters, 305, quoted passim. 
Ryland (William Wynne), Blake’s 
refusal to be apprenticed to, 3. 


S 


Sadler, Crabb Robinson, quoted pas- 
sim. 
St. James, Westminster, other fam- 
ilies of Blake in parish of, 1. 
Blake christened at, 2. 
Salaman (Louisa), sketches for The 
Grave in the possession of, 373. 
Sampson (Dr. John), on Genesis 
MS., 367. 
on Pickering MS., 163. 
on Rossetti MS., 38, 334, 335- 
1905, 1913, quoted passim. 


420 


“Satan, Sin and Death at Hell’s 
Gate,” influence of Hogarth, 
226. 

Saurat (Denis), Blake and Milton, 


370. 
“Blake et Les Celtomanes,” 381— 
382. 
Scandinavian cult, 
Blake, 6. 
Scenery, Antiquities, and Biograph 
of South Wales, by B. H. Mal- 
kin, 191. ° 
Schiavonetti (Louis), engravings for 
Blair’s Grave, 198-201. 
engraved Stothard’s “Canterbury 
Pilgrims,” 203. 
death of, 374. 
Schofield (Scholfield, John), charge 
against Blake, 151-157. 
in Jerusalem, 259. 
“Schoolboy (The),” transferred to 
Songs of Experience, 36. 
Scottish Chiefs (The), note in, 272- 
274. 
Sculpture (Essay on) (Hayley’s), en- 
gravings for, 130. 
Seagrave (printer), bail for Blake, 
ee Si 
debt to, 190. 
defence of, 190. 
Seward (Anna), opinion of Hayley, 


influence on 


129. 
Shakespeare (William), 
familiarity with, 6, 258. 
reference to in Public Address, 207. 
quoted in Rossetti MS., 337, 


Blake’s 


342. 

Shakespeare’s Works, engravings for, 
188. 

Shakespeare (second folio), Blake’s 
drawings in, 210. 

Sharp (John), propagandist for 
Joanna Southcott, 235. 

comment on by Hazlitt, 295. 
Shaw (E. J.), MS. of The Everlast- 


ing Gospel in the possession of, 
382. 
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Shelley (P. re influenced by doc- 
trine of human perfectibility, 


42. 
compared with Blake, 322-323. 
reference to in letter, 325. 
Shields (Frederick), description of 
designs for Night Thoughts, 362. 
drawings by, 336, 340, 341. - 
“Shipwreck (The),” engraving, 181, 
186, 195, 371. 
Shipwreck (The), poem by Falconer, 
186. 
Shoreham, Blake’s visit to, 299. 
Short (Ernest H.), William Blake, 


Peal "Dr, on Blake’s view of 
Newton, 364. . 

Sintram, Blake’s praise of, 382. 

Siris, annotations to, 276. 

Sivewright (Mr.), mode of printing, 

i 

Sloss (D_J.), xi 

Small Book of Designs, 77. 

Smirke (R.), opinion of Blake, 78. 

Smith (Mrs. Graham), panel of 
Ugolino in the possession of, 


392. 
Smith (J. R.), Blake’s work for, 235. 
Smith (J. T.), Biographical Sketch of 
Blake, quoted passim from re- 
print in William Blake by 
Arthur Symons. 
A Book for a Rainy Day, 353. 
on Blake’s breach with the 
Mathew circle, 19. 
on Blake’s illuminated printing, 


23. 

Blake’s vision of “The Ancient of 
Days,” 93. 

account of Blair’s Grave contro- 
versy, 198. 

on the “Canterbury Pilgrims,” 
203. 

description of Blake’s fresco 
painting, 215-216. 

on Blake’s “Last Judgment,” 227. 

denial of Blake’s madness, 296. 


INDEX 


Smith (J. T.), 
Fuseli’s and Flaxman’s belief in 
Blake, 3009. 
on vision of “The Ancient of 
Days,” 360. 
on Blake’s married life, 394. 
“Soldiers Casting Lots (The),” 
date, 184. 
“Song of Liberty (A),” 54, 358. 
Song of Los (The), discussed, 101- 
103. 
metre of, 58. 
allusion to anent Vala, 109. 
Songs of Experience, compared with 
Thel, 34. 
discussion of, 34-36, 37, 38. 
“The Fly,” 84, 333. 
sketches for in Rossetti MS., 334, 
336, 339, 340, 341. 
Songs of Innocence, 
printing of, 25. 
discussed, 27-32. 
compared with Thel, 33-34. 
distribution between and Songs of 
Experience, 35. 
annotations to Lavater contem- 
porary with, 49. 
Songs of Innocence and of Experience 
shewing the Two Contrary States 
of the Human Soul, issue of, 35. 
etching in, 61, 358. 
published by W. Pickering, 163. 
Sonnets and Other Poems (W. L. 
Bowles), possessed by Blake, 


illuminated 


300. 
Sophia, Princess, gift to Mrs. Blake, 


319. 

Sotheby (W.), Tragedies possessed 
by Blake, 309. 

South Molton Street, lodgings in, 
179, 180. 

Southcott (Joanna), 235, 379. 

Southey, The Correspondence of 
Robert Southey with Caroline 
Bowles edited by Edward Dow- 
den, quoted passim. 
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Southey (Robert), ridicule of Hay- 

ley’s Ballads, 150. 
on Blake’s exhibition, 220. 
theory of Blake’s visions, 69-70. 
visit to Blake, 234-235. 

“Spectre and Emanation,” com- 
pared with doctrine of Vala, 
104. 

Spencer (Earl), engraving of, 238. 

Spenser (Edmund), influence on 
Blake, 7. 

quoted in Rossetti MS., 337. 

“Spirit of God moved upon the 
Face of the Waters (The),” 157. 

Stewart-Brown (R.), letter about 
Miss Poole, 368. 

Stirling (A. M. W.), information 
from, 386. 

The Richmond Papers edited by, 
386. 
Stirling of Keir (General Archibald), 
copy of Jerusalem in the possession 
of, 390. 
Tatham’s Life in the possession of, 
390. 

Story (A. T.), Blake, 1. 

James Holmes and John Varley, 389. 
Linnell, quoted passim. 

Stothard (C.), Blake’s work a model 
for, 362. 

Stothard (R. T.), visit to Blake, 208. 

defence of Cromek, 375-376. 
Stothard (Thomas), Blake’s rela- 
tions with, 12, 13, 22, 147, 206. 
and the “Canterbury Pilgrims” 
controversy, 203-209. 
Cromek’s engravings after, 196. 
supposed reference to in The 
Everlasting Gospel, 263. 
reference to controversy with in 
Jerusalem, 243. 
opinion of Blake, 4, 79. 

Strange (R.), 3, 207. 

Sussex Advertiser, account of trial, 
156. 

Swan and Her Friends (A), by E. V. 
Lucas, 365. 
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Swedenborg (Emanuel), annota- 
tions to, §I-53. 
follower of, 51, 357. 
James Blake, senior, attracted by, 


z: 
Swedenborgian Society (Great East- 
cheap), minute book, 50. 
Swinburne (A.), A Critical Essay, 
quoted passim. 
on Adam and Eve legend, 73, 74. 
on French Revolution, 48. 
on The Marriage of Heaven and 
Hell, 53. 
and Rossetti MS., 38, 335. 
visit to Kirkup, 232. 
Symbolism, Blake’s, 59, 60. 
Symons (Arthur), investigations 
about Blake’s family, 1, 351. 
“Some Notes on Blake,” quoted 
passim. 
on Robert Hunt’s art criticisms, 
376. 
on Tatham’s holocaust, 306. 
Blake, xii, quoted passim, xii. 


ay 


Tate Gallery, drawings by Robert 
Blake in, 354. 
version of design for Job in, 284. 
“The Spiritual Form of Nelson 
guiding Leviathan” in, 378. 
Tatham (C. H.), Blake’s acquaint- 
ance with, 305. 
Tatham (Frederick), relations with 
Blake, 299, 305-307, 317, 390. 
Life of Blake, 305. 
on Blake’s relations with his 
parents, 2. 
on Blake’s relations with Fuseli, 
14. 
on Blake’s connection with the 
Johnson set, 356. 
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account of Blake’s process of 
printing, 390. : 

story about Blake at Antique 
School, 236. 

and Mrs. Blake, 319. 

and Dante drawings, 391-392. 

copies of Jerusalem, 240. 

Taylor (Thomas), Blake’s acquaint- 
ance with Greek thought de- 
rived from, 34, 57, 93. 

letter to Cumberland, 359. 
possible original of “Sipsop the 
Pythagorean,” 19. 

Taylor (Thomas), The Platonist, by 
William E. A. Axon, 354. 

Teniers (D.), study of, 160. 

Thel (The Book of), discussed, 34. 

metre of, 58. 
contrasted with Visions of the 
Daughters of Albion, 85. 

There is no Natural Religion, dis- 

cussed, §2. 
printing of, 25. 
quoted, 30. 

Theresa (St.), Blake’s admiration of, 

309. 
reference to in Jerusalem, 253. 

Thomson (James), read by Blake, 7. 

Thornton (Dr.), and Blake’s Virgil 
woodcuts, 278. 

translation of the Lord’s Prayer, 
314-315. 

“Thou hast a lap full of seed,” 39. 

Three Essays on Picturesque Beauty by 
Rev. W. Gilpin, 160. 

Tickell (Thomas), quotation from, 
368. 

Timaeus, Blake acquainted with, 93, 
358. 

Time, description of, 172-173. 

Tiriel, discussed, 33. 

metre of, 58. 

“Tirzah (To),” 2, 36, 61. 

Titian, Blake’s dislike of, 183, 217. 

Tragedies (Sotheby), possessed by 
Blake, 3009. 


INDEX 


Trial for high treason, 151-156. 
Triumphs of Temper (The), Hayley’s 
reason for writing, 129-130. 
inscription in, 132. 
Trotter (engraver), introduced 
Blake to Stothard, 352. 
Truchsess (Count), account of, 182. 
Truchsessian Gallery, visit to, 182- 
183. 
Trusler (Rev. John), Blake’s rela- 
tions with, 80-81. 
Turner (Dawson), letter to, 77, 276. 
“Tyger (The),” discussion of, 35. 
‘German translation of, 286. 
recitation of, 294. 
variant of, 192. 


U 
““Ugolino in the Tower of Famine,” 
312, 392. 
Underhill (Evelyn), Mysticism, 
quoted passim. 


Upcott (William), 292, 386. 
Upton (Rev. James), engraving of, 
269. 
Urania, quoted, 345. 
Urizen, definition of, 93, 104, 364. 
Urizen (The First Book of), dis- 
cussed, 93-97. 
compared with Tiriel, 33. 
metre of, 58. 
design illustrating, 92. 
compared. with Vala, 111. 


Vv 


Vala, discussion of, 103-127. 
drawings for, 87. 
the Zoas in Milton compared 
with, 169. 
probably shown to Hayley, 162. 


423 


“My Spectre around me night 
and day,” compared with, 163. 
passage about trees quoted from, 
159. 
Van Sinderen (Adrian), Milton 
designs in possession of, 380. 
Varley (Cornelius), denial of Blake’s 
madness, 296. 
at Hampstead, 299. 


‘Varley (John), relations with Blake, 


269-272, 299. 

belief in visionary sitters, 66. 

comment on by Hazlitt, 295. 

Zodiacal Physiognomy, quoted, 

344. 
Vaterlandisches Museum, article in, 
286. eo 
references to Blake’s exhibition, 
220. 
translation of Crabb Robinson’s 
article in, by K. M. Esdaile, 
quoted passim. 
Vaughan (Thomas), Blake’s re- 
semblances to, 358. 

Venus de Medici, cast of given to 
Blake, 3. 
Villiers (Huet), engraving after, 276. 
Vindication of the Rights of Women 

(A), publication of, 43. 
Virgil (On), 276. 
Virgil’s Pastorals, woodcuts for, 278. 

influence of, 300. 

Calvert’s study from, 303. 

Virgin Mary, appearance of to 
Blake, 310. 

Blake’s view of, 252, 265, 382. 
Vision, Blake’s theory of, 6r. 
Vision of the Last Judgment (A), dis- 

cussion of, 226-228. 
quoted anent Catherine Blake, 
185. 
. quoted as explaining Jerusalem, 
245. 

references to, 63, 87. 

Timaeus recalled by, 93. 

significance of hands and feet in, 

282. 
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Visionary heads, 270-274, 329. 

Visions, Blake’s, discussed, 65-71, 
360. 

Visions of the Daughters of Albion, 

metre of, 58. 

discussed, 85-88. 

symbolism of in The Song of Los, 
IOI. 

sketches for in Rossetti MS., 338, 
341, 342. 

“Voice of the Ancient Bard (The),” 
transferred to Songs of Experi- 
ence, 36. 

Voltaire, in quotation, 64. 

Blake’s conversation with, 290. 
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Wainewright (Thomas Griffiths), 3, 
262. 

Walker (Adam), patron of Rom- 
ney, 186. 

Wallis (J. P. R.), xi. 

Walpole (Horace), Catalogue of the 
Royal and Noble Authors of Eng- 
land, possessed by Blake, 309. 

~on Mary Wollstonecraft, 43. 

Walter (Henry), relations with 
Blake, 299, 305. 

Ward (James), approved Virgil 
woodcuts, 278. 

denial of Blake’s madness, 296. 

Ward (Richard), The Life of the 
Learned and Pious Dr. Henry 
More by, 358. 

Washington (George), in America, 
88 


Blake’s opinion of, 192. 
Watson (Bishop), Annotations to 
his Apology for the Bible, 44-46. 
Watson (Caroline), work for Hay- 
ley, 194, 195, 372-373. 
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Watts (Dr. Isaac), influence on 

Blake, 28. 
Blake considered inferior to, 192. 

Wedgwood (Josiah, junior), Blake’s 
work for, 227, 238, 380. 

Weekly Messenger, attack on Fuseli 
in, 195, 209. . 

West (Benjamin), opinion of Blake, 

8 


19) ee 
drawings for The Grave sub- 


mitted to, 200. 

Westminster Abbey, Blake drawing 
in, 3-4, 69, 184. 

Westminster (Dean of), Blake’s 
complaint to, 4. 

Westminster School boys, teasing 
Blake, 4. 

White (the late W. A.), 

designs for Night Thoughts in col- 
lection of, 362. 

Pickering MS. bought by, 369. 

owner of Rossetti MS., 38. 

transcriber of, 38. 

Whitefield (George), references to 
in Jerusalem, 250, 253. 

Whitten (Wilfred), Nollekens and 
His Times, 353. 

Whitworth Institute Art Gallery, 
works by Blake in, 212, 364. 

Wicksteed (Joseph), interpretation 
of lines in Auguries of Innocence 
by, 370. 

Blake’s Vision of the Book of Job, 
xi, 281-286, 384-385. 
article by on Blake’s visions, 360. 

William (Hayley’s servant), death 
of, 141. 

William Blake Mysticisme et Poésie, 
by P. Berger, xii. 

William Blake’s Prophetic Writings, 
edited by D. J. Sloss andJ. P.R. 
Wallis, xi. 

“William Bond,” 88, 166. 

Williamson (George), The Life and 
Works of Ozias Humphrey, 376. 

Wilson (Mrs. Arthur), ‘“Wyldes 
and its Story,” 387. 


INDEX 


Winckelmann (J. J.), Fuseli’s trans- 
lation of, 6. 

Windus copy of Milton, 370. 

Winthrop (G. L.), water-colour 
drawings for Job in the pos- 

_ session of, 384. 

Wisdom of Angels concerning Divine 
Love and Divine Wisdom, 51. 

Wisdom of Angels concerning Divine 
Providence, annotations to, $1. 

Witt (Sir Robert), visionary head 
in the possession of, 383. 

Wollstonecraft (Mary), 43, 87. 

Wood (Polly), flirted with Blake, 
15-16. 

Woellet (W.), engraver, 3, 207. 

Words and Idioms by Logan Pearsall 
Smith, 358. 

Wordsworth (W.), admiration of 
Blake, 55, 288, 385. 

Blake’s opinion of, 291. 
Flaxman’s comment on, 386. 
on genius and talent, 56. 

Works of William Blake, Poetic, 
Symbolic, and Critical, by E. J. 
Ellis and W. B. Yeats, xi, 
337. 


425 


“World Memory,” references to, 
68, 244. 
Wylde’s estate, 297. 


¥. 


“Yardley Oak,” Hayley’s enthusi- 
asm for, 138-139. 
Yaxham Rectory, paintings for, 
139, 367. 
Yeats (W. B.), theory of Blake’s 
Irish ancestry, 1. 
use of Rossetti MS., 38. 
Young (Edward), Blake’s designs 
for Night Thoughts, 78-79. 
Conjectures on Original Composi- 
tion, 79. 
Young (G. M.), xii. 


Z 


Zeitgenossen, part of Cunningham’s 
Life translated in, 385. 
Zodiacal Physiognomy, quoted, 344. 
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